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Abstract 
Scholars have regularly compared art and literature on 
the basis of each's abilities to imitate reality and 
represent space. I have found that, indeed, William 
Faulkner represents his literary world in much the same way 
as many artists did of his time. In fact, I have found 
that, in particular, he shares similar ideologies and 
methodologies of the modern cubist and surrealist artists, 
and both express through their art the idea of the modern 
predicament of man. 
A study of Faulkner's works should be precluded by a 
study o~his interest in art. Early in his life he had 
experimented with graphics~ that resembled, in a remarkable 
way, those of the artist, Aubrey Beardsley. His interest 
in this romantic art form seems to have precipitated his 
later romantic qualities in his first novels. In fact, this 
romantic vision is still recognizable even in his latest 
works. 
Just as Faulkner-incorporates the romantic style of Art 
Nouveau into his literature, he also uses the ideologies and 
methodologies of modern cubism and surrealism. He expresses 
1 
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the cubist ideology of the faceted ambiguity of life. The 
cubists' method of multiple perspective or "simultaneity" 
reflected in Faulkner's stream-of-consciousness style, his 
fragmented viewpoint, shifting narrative, and multi-
dimensional 'use of time in Light in August. Also, his 
ambiguity of theme and language is particularly cubist and 
"montage"-like. ' 
·Also, Faulkner writes in a surreal fashion. He 
intends, at times, to alter reality for the reader, and to 
shock. He flirts with the unknown. As a surrealist he 
bewilders sensation and explores the world of the 
unconscious through dream imagery and the insane. His 
l 
stream-of-consciousness technique is the equivalent of the 
surrealists' automatism, and his humor is often as bizarre 
as theirs. 
• 1S 
Although I hesitate to label Faulkner a cubist or 
surrealist, I believe William Faulkner does fashion much of 
his writing after these modern artists. First, his early and 
continuing interest in art predisposes such a comparison. 
Second, his writing demonstrates in significant detail the 
. ' 
ideological and methodological background of the modern 
European artists. 
2 
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Introduction 
Comparing Art and Literature 
Whenever scholars try to make a comparison between 
literature and the fine arts, the legit.imacy of that 
comparison becomes a source of debate. Both ancient 
philosophers and contemporary ones support such a 
comparison. My intention in this introduction is to show 
that the comparison of modern literature and the arts is 
legitimate based upon both the mimetic theories of Plato and 
the spatial theories of the modern scholars. The rest of my 
paper, then, will discuss a comparison between William 
Faulkner and the modern arts, most notably cubism and 
surrealism. 
To be sure, my research has found that the majority of 
the scholars agree on the feasibility of linking literature 
to painting. Two philosophers who disagree claim 
differences too dramatic to ignore, such as the arts' 
dif.ferences in "conception , method of production, modes of 
appreciation, etc. 1' (Laude 471). They believe that the 
comparing of expression and communication in art and 
literature cannot be logically accomplished (Casey 199). 
3 
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While they argue against the comparisons, the philosophers 
they take issue with are not easily dismissed. The older 
scholars such as Plato, Horace, Sartre, Kant, and Tolstoy 
attracted a comparison of the arts. Today modern 
philosophers just as adamantly favor comparing the two based 
on a theory different from the ancients. 
Basically, thE\proponents comparing art and literature 
divide into two groups: those comparing on the basis of 
mimesis of reality and those comparing on the basis of 
spatiality, Certainly others make the comparison because of 
the arts' contemporaneity within chronological time 
("periodization"), but, primarily, the association centers 
around the imitation of real life and the modern attitude 
toward time and space. 
Those who link the arts because of the idea of 
"periodization" feel that a historical period or 
"megaperiodu possesses a "physiognomy" no less definite than 
a human individual (Panofsky 4). They claim, for example, 
that all cultural activities have assimilated the traits of 
the classical rebirth that characterized the Italian 
Renaissance of the first half of the fourteenth century and 
that the arts share these similar traits (8-11). Likewise, 
Alastair Fowler says that "historically and genetically, the 
arts are ineluctably familial'' (489) and that our awareness 
of any period is realized through interart analogies (488). 
While they may have valid points, those who favor a 
4 
comparison on the basis of "periodization" • are in a 
0 
minority, as are the opinions of those like Whorf-Sapir, who 
bases his comparison on the idea that art and language are 
both developed from language that had been originally formed 
out of a speechless world of reality (Steiner 28). The 
scholars who seem to have the strongest argument are those 
with a mimetic theory of art and their counterparts 
modern times who abide by the theory of spatiality. 
• in 
Wendy Steiner in her book, The Colors of Rhetoric, 
notes that throughout the ages both literature and painting 
have served man • as mirrors of reality, as "icons" of 
reality; this mimetic quality has made their • comparisons 
attractive (2). Both arts involve "Iconic thinking," that 
process in which one explores truths according to • • lCOillC 
signs such as metaphors, analogies, models, illustrations, 
and pictures, etc., that allows a person to fully understand 
any system (1). One such metaphor is that which exists 
between literature and painting: "it is a metaphor about 
resemblance itself and, even more significantly, about the 
resemblance between reality and the systems man has 
developed to represent it" (1). 
This mimetic theory of art--that it is essentially "an 
imitation of the universe"--has its beginnings as a most 
primitive aesthetic theory of Plato (Abrams 8). According 
to Plato, art is imitative on three levels: that of the 
eternal Ideas or Truths, the reflecting world of sense, and 
5 
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the reflection of the world of sense in • mirrors, shadows, 
and the fine arts (8). Naturally, then, the producer of 
fine art is imitative of the first two areas. Herein lies 
. 
. 
the supposition that art, if it can merely imitate the realm 
of Ideas must, necessarily, be second rate and remote from 
the realm of Beauty (8). Nevertheless, the philosophy 
reveals that all things imitating the Truth--art and 
literature--are judged according to their relation to the 
same Ideas. 
Plato's philosophy, then, asserts that "all things, 
including art, are ultimately judged by the one criterion of 
their relation to the same Ideas .. (Abrams 9). This 
philosophy, 
another (9). 
therefore, makes any- artist a competitor of 
One can, on the ba~is of such a theory, 
compare the two arts. 
In his Poetics, Aristotle defines poetry as imitation, 
with the "objects imitated becoming actions" ( 9 ) • Art, 
too, according to Aristotle, imitates human actions. 
Aristotle, however, introduces the differences in the 
objects imitated, such as the medium and manner of imitation 
( 9 ) • His claim is that the difference in medium is what 
makes one art distinct from another and what establishes art 
as art and poetry as poetry is the judging by "criteria 
appropriate to [their] particular nature'' (10). 
' 
"Distinct" 
may define both fine art and literature, but it does not 
preclude their being compared and contrasted, each according 
6 
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to an attempt to imitate nature and according to abilities 
or medium. 
Likewise the claim of historians of the· baroque and 
neoclassical periods agrees with that of Horace's ut pictura 
• poes1s (as is painting, so is poetry). Horace's idea • lS 
based on the fact that painting and literature both have the 
ability to evoke images--icons--and, therefore, are 
comparable. While painting obviously does; literature also 
creates an image as a "speaking picture" (Steiner 9). 
Pictures of reality or "pictorial real'ism" are prodt1cts of 
the mind which Locke says resembles "a mirror which fixes 
the object it reflects (10). Within the suggestion of the 
ut pictura poesis appears the idea of the mind as a tabula 
rasa onto which sensations write or paint themselves (10). 
Scholars felt, in differing ways, that art could be compared 
to language because it has "a determinate content ("pure 
feeling"--Tolstoy, ''moral trut}1''--Plato) transmitted 
through a diaphanous medium" 
' 
' 
' • 
(201). Furthermore, because 
symbols in both literature and painting share visual detail 
and abstract concepts, they naturally provoke • comparison. 
Steiner says of this period of art: 
Painting could provide a specific, paradigmatic 
appearance for a concept, while literature could 
establish the relation between a concept and its 
sensuous manifestation. Symbolic or allegorical art 
thus seemed a natural point of convergence and 
cooperation between painting and literature. (9) 
Modern literature finds itself moving away from the 
chronological essence of time and moving instead into a 
7 
realm in which space becomes the entity of the work. The 
modern philosophers and scholars who base their discussion 
on the evidence of the spatiality of modern literature 
contrast this to the standard temporality of traditional 
literature. This theory of spatiality has its origins • in 
the eighteenth century German philosopher, Lessing. 
In 1776 Lessing, in his document, Laokoon, tried to 
resolve the confusion existing between the practice of 
poetry and the graphic and plastic arts ( 13 ) . Heretofore, 
most scholars had accepted Simonide's maxim that "painting 
is dumb poetry and poetry a speaking painting" (Abrams 13). 
like Aristotle, arrives at the conclusion that Lessing, 
poetry, like painting, is imitative, the two differing only 
in medium (13). 
Lessing suggests that form in the plastic arts differs 
from poetry because,~it is spatially oriented--an object 
',1 
• lS 
envisioned within an instant of time. Literature, however, 
uses words that proceed through time; therefore, literary 
form must be based on some type of narrative sequence (Frank 
16 ) . In this way, Lessing argued, "pictorial poetry" and 
"allegorical painting" had to fail because their goals 
contradicted the characteristics inherent in their media 
( 6 ) • It follows, in considering "pictorial poetry," that no 
matter how vividly spoken, a poem could not convey a visible 
object, and in the case of the "allegorical ·painting, u no 
matter how carefully figures were arranged in a painting, 
8 
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the painting could not convey action (6). 
So Lessing's ideas provoked a new approach to aesthetic 
form ( 7 ) • Instead of recommending traditional rules of 
literary and artistic form, he suggested the establishment 
of a "relation between the sensuous nature of the art medium 
and the condition of human perception" ( 8 ) • Artists, 
therefore, would not be confined in their art by traditional 
rules, forcing their ideas into pre-conceived areas of 
containment. Art was to assume its own form rather than 
take the form of the past. Therefore as a piece of art 
revealed itself to one's perception, the form evolved (8): 
"Time and space were the two extremes defining the limits of 
literature and the plastic arts in their relation to 
sensuous perception" (8). 
. This idea clashes with Horace's ut pictura poesis 
(Frank 7) and his pictorial realism which advocated a strict 
dedication to the truth of nature by art: 
Suppose a painter chose to place a human head 
upon a horse's neck, to lay feathers of all colors 
on organs gathered from all over, to make his 
figure a black, disgusting fish below, on top 
a lovely girl. 
Given a private view, my friends, how couldn't 
you laugh? 
Believe me, Pisos, this painting and a kind of 
poem are very.similar, one like an image in a 
sick man's dream, 
a fever image whose head and foot can't 
possibly belong upon the same physique. 
(Steiner 8) 
So, Horace's idea forbid any artistic interpretation that 
represented things out of this world--the very philosophy of 
9 
the surrealist artists. 
In bringing the relevence of Lessing's findings to the 
modern era, the intention of modern artists is to exhibit 
their literature spatially, or as a moment in time, not of 
sequence ( 9 ) . Throughout the history of art, aestheticists 
of literature and art have desired to break down all 
barriers between art and literature, the idea of which has 
finally been realized in the modern cinema or "speaking 
picture" ( 5). 
The idea of spatiality within the arts has been the 
study ·of Wilhelm Worr·inger, who notes the vacillation 
between the naturalistic and non-naturalistic styles of the 
plastic arts (Frank 50-1). He recounts the periods of 
naturalism in which objects are represented in three 
dimensions according to a world of "natural" vision and • in 
which nature is reproduced with accuracy as it was in the 
classical age of Greece, the Italian Renaissance, and the 
art of Western Europe until the end of the 19th century 
(51). He also cites art that is non-natural: primitive art, 
Egyptian monumental sculpture, Byzantine art, and the art 
styles of the 20th century (51). Here objects are reduced 
to linear-geometric forms, with virtually no verisimilitude 
to nature, favoring, instead, the pure line, form, and color 
( 51 ) . 
Worringer sets out to debunk the standardization of 
"natural" art that had dominated the arts from the 
10 
Renaissance to the end of the 19th century. He uses the 
concept of the will-to-art, more appropriately called a 
will-to-form, developed by the Austrian scholar, Alois Reigl 
( 5 2 ) • The concept moves the artist away from a style 
dictated by convention and rules of naturalization to a 
style based on human feelings and emotion (53). Worringer 
points out that naturalism is in vogue in a culture in which 
man feels comfortable with himself and his world. But when 
man feels out of $Ynchrony with himself and his world, art 
becomes more geometrical and nonorganic (53). On this idea 
Frank says: "the will-to-art, in response to the prevalent 
climate of feeling, diverges from naturalism to create 
aesthetic forms that will satisfy the spiritual needs of 
their creators" ( 54). 
The modern world, since the last quarter of the 19th 
century, has felt this loss of meaning, this instability, as 
a result of its scientific, materialistic environment. The 
artists of the modern world react to the • cosmic, spiritual 
void (55). Their art, indeed, reflects the dis-ease of 
modernism. So, too, does the literary art reflect this 
emptiness, this aloneness, in a new and non-naturalistic 
style. T. E. Hulme, an English writer concerned with the 
problem of form in literature, studied Worringer's theories 
and found that non-naturalistic styles, in cutting off the 
"organic" or natural, also cut off the "personal" and the 
subjective 
,, 
which corresponds to the new style in literature 
\ 11 
J 
( ( 5 5 ) • He found the modern literature to be impe'l:-sonal and 
objective with a kind of "dry hardness" ( 5 5 ) • Although 
in all Hulme failed to definitely define the new art form, 
probability he was referring to something like Imagism (56). 
In fact the discomfort with the times provoked "the 
fountain that could splash in any direction" (Lind 128). In 
other words the times stimulated reactions within artists 
that manifested themselves in both art and literature. For 
• I,. 
example Kokoschka and Strandberg, Herman Hesse, D.H. 
Lawrence, Sherwood Anderson, and Henry Miller all painted 
and wrote (Sorrell 255-77). 
So, if time or "the times" is the very thing modern man 
wishes to escape when he is threatened in his cosmos, in his 
own three dimensional relationship to the world and 
everything in it, then it is natural that man should shun 
the dimension of depth--space in which things are 
interrelated and dependent upon each other--and try out his 
ideas on a plane or other two-dimensional area (56). Thus 
originates the modern attitude--the desire to remove all 
trace of temporality or time-value. 
Modern literature, says Hulme, 
history to that of modern art, then. 
shares a parallel 
Modern literature has 
grasped the spatiality of the plastic arts, rather than 
clingini to its temporal quality. It has· grasped the 
"extratemporal "quality of revelatory moments. w. J. T. 
Mitchell, in his article "Spatial Form in Literature: Toward 
12 
a General Theory" has noted that people experience time • 1n 
many ways and describe experiences in terms of spatial 
'-' 
imagery (542). He finds this simultaneous synthesis 
characteristic of every kind of art (544), 
comparison of literature and art valid. 
which makes the 
I 
In much of the modern literature, the past and present 
are interwoven and characters are analogous to "historical 
embodiments of certain permanent and ahistorical human 
attitudes" (Frank 59). The literature tends to be timeless 
and "without origin," and their characters encompass all 
times (59). So, Frank says, as depth accedes to the second 
dimension in the plastic arts, so historical depth vanishes 
from the content of literature (59). In essence, a 
"transformation of the historical imagination into myth" has 
occurred ( 59). 
An example of this "transformation" occurs in Djuna 
Barnes' Nightwood. The novel has chapters joined not by 
chronological sequence but by the juxtaposing of images and 
symbols through time governed by the act of reading (Frank 
3 2 ) • The pattern in Nightwqod is typically cubist, with the 
"spatial interweaving of images and phrases independent of 
any time-sequence of narrative action" (Frank 4 9), 
~ 
"provoking the darkness each from a different direction yet 
ultimately illuminating the same entanglement of the human 
spirit" (31-2). The theme is the modern predicament of man 
as frustrated and bewildered in his self-imposed mechanical 
13 
wilderness. 
So, modern artists have reformulated and reworked the 
older mimetic, iconic theories to include spatiality. 
Modern theories such as those of T.S. Eliot and James Joyce 
deny the Romantic view of art as a reflection of the artist . 
For them the • mirror of reality • lS turned outward, as 
demonstrated by the 17th century poet, Cowley: "It is not • in 
this sense that Poesie is said to be a kind of P~inting; it 
is not the Picture of the Poet, 
imagined by him" (Abrams n.8 372). 
but of things and persons 
For the modern artist art is not to be understood 
simply in terms of imitation of reality (Steiner 17), but as 
an entity important to itself. As Apollinaire said: "we are 
moving towards an entirely new art which will stand, with 
respect to painting as envisaged heretofore, as music stands 
to literature. It will be pure painting, just as music is 
pure literature" (17). 
Modern artists strive not to re-create reality so much 
as to create a segment of that reality itself by stressing 
concreteness through the specific media of each art (Steiner 
7). Of ordinary novelists T. S. Eliot says: 
[they] obtain what reality they have largely from 
an accurate rendering of the noises that human 
beings currently make in their daily simple 
1 
needs of communication; and what part of a 
novel is not composed of these noises consists 
of a prose which is no more alive than that of 
a competent newspaper writer or government 
official. (Frank 31) 
14 
Modern painters, caught in a confused world, abandon 
attempts at naturalistic representation (31). Their 
choices are not driven by the logic of reality but by the 
needs of the structures they create to give symbolic 
importande to characters and actions (31). 
Williams Carlos Williams, an artist himself, claimed to 
be doing with words what artists were doing with paint; he 
characterized modernism as a fusion of the goals of poetry 
and painting: 
the progression from the sentiment, the thought 
(philosophy) or the concept to the poem 
itself .... That was the secret meaning 
inside the term "transition" during the years 
when the painters following Cezanne began to 
talk of sheer paint: a picture a matter of 
pigments upon a piece of cloth stretched on a 
frame .... It is the making of that step, 
to come over into the tactile qualities, the 
words themselves beyond the mere thought 
expressed that distinguishes the modern ... 
from the period before the turn of the century. 
And it is the reason why painting and the poem 
became so closely allied at that time. 
(Steiner 72-3) 
In conclusion, the validity of comparing Faulkner's 
modern writing to the modern arts begins with the ancient 
philosophers who compare literature and painting on the 
basis of the mimesis of reality and ends with the modern 
scholars who see both painting and literature of our time as 
being spatially formulated. 
In looking particularly at Faulkner I have found that 
the author's affinity to art, evident in his graphic 
drawings and his interest in modern European art, further 
15 
strengthens the contention that his writing can be compared 
to the art of his· time. His writing, I have found, seems to 
originate and be based upon the ideology and methodology of 
art from Art Nouveau to that of the cubists and surrealists. 
As modern artists strive to portray the predicament of 
modern man within their paintings and sculpture, so, too, 
does Faulkner characterize his works similarly. Faulkner's 
literature portrays Man and life as mythological. It has 
the effect of spatiality, timelessness, two dimensions. The 
only difference between Faulkner and the modern artists is 
that painters reveal the Minotaur in pictures while Faulkner 
reveals it in words. 
16 
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.chapter 1 
Faulkner's Graphics 
In considering Faulkner in his relationship to the 
modern arts, most notably cubism and surrealism, one should 
look to his own works as an artist. One can see his ties to 
romanticism in his imitation of the Art Nouveau style of 
Aubrey Beardsley as well as the ties to cubism he is assumed 
to have forged from painters in the Armory Show of 1913. 
Certainly when analyzing Faulkner's techniques of language 
and poetic form, one might like to refer back to the 
application of those ideologies as they appear to h~.ye 
originated from his personal art. 
Faulkner's earlier novels have a quality that can best 
be described as a "painterly mode of expressionn 
(Honnighausen 76). The modern novels are experimentations 
in a poetic prose that had originally borrowed their 
condensed language and lyrical quality from his illustrated 
poems such as "Visions in Spring" and "The Lilacs" (Sensibar 
xix). In The Marionettes, a one-act play written primarily 
in prose but with several songs written in tetrameter 
I •. ' 
couplets, the text is "painted" both/t,in the pictorial 
17 
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quality of the poetry and in the fine calligraphy alongside 
ten pen-and-ink drawings (Minter 39). The prose of The 
Marionettes is enhanced by the poetry which is further 
modified by the drawings of the characters. 
In its imagistic poetry, in its poetical prose, in its 
fancy calligraphy and its Beardsley-like drawing"the 
"painterly" technique of The Marionettes, reflects the 
" . t l " pain er y style within a novel. Faulkner later transforms 
the last drawing in Th~ Marionettes into language as he 
describes another virgin dancer, another Marietta, in the 
character of Temple Drake in Sanctuary (Sensibar n.44 247): 
Tommy could hear the faint chatter of the shucks 
inside the mattress where Temple lay, her hands 
crossed on her breast and her legs straight and 
close and decorous, like an effigy in an ancient 
tomb. (Faulkner ?5) 
Many of his novels still retain elements of romanticism 
that have been blended with those of realism and modernism. 
An example of such blending that characterizes his poetic 
prose is seen in As~ Lay Dying. In a particular passage 
the reader can see the turbulence, the emotional, literary 
brush strokes in Darl's description of Jewel: 
He is down there in the barn, sliding fluidly 
past the gaudy lunging swirl, into the stall with 
it.~_.~ holding himself within the horse'~ 
striking radius with the ~gility of ~n acrobat, 
cursing the horse in a whisper of obscen~ caress. 
_Its h_ead flashes back.L _tooth-cropped; its eyes 
roll i.n the dusk like marbles on a gaudy velvet 
cloth as he strikes it upon the face with the 
back of the curry-comb. (Faulkner 169) 
And Darl's vision of Jewel is greater than life itself: 
18 
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The back of Jewel's shirt, where it touches him, 
stains slow and black with grease. Life was 
created in the valleys. It blew up onto the 
hills on the old terrors;~-the old lusts, the 
old despairs. That's why you must walk up 
the hills so you can ride down. (209) 
Also, Darl's observations of Cash and Dewey Dell after 
Cash's near drowning is decidedly painterly in its poetic 
prose: 
His eyes are closed, his face is gray, his 
hair plastered in a smooth smear across his 
forehead as though done with a paint brush. 
His face appears sunken a little, sagging from 
.the bony ridges of eye sockets, nose, gums, as 
though the wetting had slacked the firmness 
which had held the skin full. (Faulkner AILD 142) 
Squatting, Dewey Dell's wet dress shapes for 
the dead eyes of three blind men those 
mammalian ludicrosities which are the horizons 
and the valleys of the earth. (150) 
All the quotes reveal a turbulence, a disturbing vein within 
Jewel, his horse, and Dewey Dell. They also evidence a 
larger, cosmic comment upon the world, the subconscious, and 
Man's fears. The passages are clearly romantic yet modern--
representative of much of Faulkner's writing. This blend of 
romance, realism, and modernism has been recognized in his 
later graphic art. Critics have concluded that Faulkner may 
have tutored his literary mind through the training of his 
artistic hand. 
In other words the co-mingling of the romantic, 
realistic and modern styles within, Faulkner's writings grew 
out of a learning process involving his graphic drawings. 
After he mastered the various styles within his graphic art, 
19 
,, 
( _ 1 
he then transferred the techniques to his writings, of which 
I will speak only of prose works. In essence, Faulkner, 
fostered upon the natural world of Mississippi, eventually 
complemented that world by offsetting its realism with a 
kind of varied, modernistic, artistic consciousness--first 
in his graphic art and then in his literary art 
(Honnighausen 5). 
In studying Faulkner's graphics, one discovers not 
merely the style of one artistic movement but a combination 
of a few: Pre-Raphaelite art, Art Nouveau, the Arts and 
Crafts movement, and the Modernist school. Inherent in the 
movements of the Pre-Raphaelite and the Arts and Crafts 
movement (circa 1850-90) was the romantic voice reacting 
against the vices of industrialization and the loss of 
spiri ttial values "usurped by a materialistic world" ( Canaday 
2 81 ) . Likewise ~i~liarn Morris, founder of the Arts and 
Crafts movement of 1883, rejected the demoralization of man 
by industrial production and the machine (Schmutzler 41). 
Its philosophy, like the Pre-Raphaelites,' entertained an 
anti-materialist idealism. 
The Art Nouveau movement, lying midway between the 
representational art of the 19th century and the abstract 
art of the 20th century, whose proponent was Aubrey 
Beardsley (1872-1898) (Hennighausen 43), occupied a place at 
the end of the century but inherited many of its theories 
from the Pre-Raphaelites (Canaday 291). 
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Interestingly, no other school of art had so many dual 
artists, writers who were painters: Blake and Rosetti, 
William Morris, Aubrey Beardsley (Schmutzler 11). Faulkner, 
too, shared their interest in fine art and writing although 
he succeeded only as a writer. 
The form of Art Nouveau is considered "narcissistic," 
with a line that appears to be in love with itself. It is 
an exhibitionistic, self-admiring style whose symbol is the 
peacock and swan, images of vanity (12), Taking Marcus 
Behman's drawing as a typical example of the style, one can 
see its ornamental and decorative traits. (see fig. 1) Its 
art is flat and linear with the positive area of the objects 
retaining as much importance as the negative areas of 
seemingly dead space. Its style is nonstructural, 
asymmetrical, and nonstatic (15). Most often the art is 
representative of plant-life and sinuous vines. 
Art nouveau (1890-1910), literally the "new art" 
(Canaday n. 423), affected the later styles of Toulouse 
Lautrec and post-Impressionists such as Gauguin, Van Gogh, 
and even a few of the German Expressionists (Canaday n.423). 
Its influence continued to pervade other artists of a 
totally different bent. 
·, .. 
Just as the French post-Impressionists and even some of 
the German Expressionists were still influenced by Pre-
Raphaelite art, the Arts and Crafts movement, and the 
afficionados of Art Nouveau, so Faulkner was influenced by 
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them in his graphic art and later in his literary art. 
To be sure, F~ulkner's art embraces the color of 
William Morris' romanticism, and the Pre-Raphaelite 
qualities of Keats, Swinburne, and Oscar Wilde, whose 
intention it was to counteract the "ugliness of the Southern 
industrial society and the banality of mass democracy" 
(Hennighausen 51). In the post-World War era, the South, 
seeped in the grayness of • economic an~ cultural 
underdevelopment, stifled within a strict religious world, a 
./ 
practical world in which resentment toward beauty abounded, 
stimulated Fal1lkner in his search for a "stylized world of 
sensual beauty" (2). 
In reaction to the horrors of the Southern past and the 
ordinariness of his time, Faulkner sought out "ideal 
I 
beauty." As he found that beauty within his graphics, they 
logically transferred to the power of his writing 
C,1· 
imagination. From Faulkner's "non-discursive aesthetic 
structures" he develops his poetic prose (Hennighausen 76). 
Critics suppose that Faulkner was acutely aware of the 
narrow world in which he grew up and that he deliberately 
exposed himself, in his graphic art, to the Art Nouveau of 
the artist, Aubrey Beardsley, contemporary cartoonists such 
as Richard Boix or John Held, Jr. (Hennighausen 53), and 
modern European artists in order to give his own art 
international and universal appeal. Within his writing it 
appears that not only was he trying to reinstate the poetic 
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dimensions that prose had lost in the naturalistic novel, 
but he was also searching for a more poignant, stimulating 
' 
method of expression--the modern novel (1). 
Edmund Wilson recognized Faulkner's mixing of elements 
of the modern novel with that of the lyric tradition of the 
late English romanticism: 
. . . he belongs ... to the full-dress, 
post-Flaubert group of Conrad, Joyce, and 
Proust .... To their kind of highly complex 
fiction he has brought the rich and lively 
resources, appearing with amazing freshness, of 
English lyric verse and romantic prose. 
(Honnighausen 1) 
Although Faulkner employs elements of romanticism 
alongside his modern descriptions of real life in his 
novels, particularly earlier ones, the mixture should not be 
shocking to the reader when viewed beside his outlook toward 
the South and in view of the development of his own 
graphics. For example, in Soldier's Pay, considered a 
modern novel, the realistic surface is presented in a more 
romantic way. In this novel the Beardsley influence with 
its gardens plays an important part in the symbolic 
structure (Polk xvi). 
T·oo, the images of the nymphs, satyrs, and the garden 
reveal Faulkner's need to assimilate his past with this 
present and likewise other artists' worlds with his own 
world (Minter 53). Here the character of Margaret Powers 
its decadent atmosphere which included impossible marble 
fountains is associated with a Beardsley drawing (44). 
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One of Art Nouveau's transitional figures, Aubrey 
Beardsley, who drew the Salome pictures for Oscar Wilde • in 
1893, influenced Faulkner, who employed many of Beardsley's 
motifs such as the formal garden, mirrors, peacocks, 
candles, and fountains (Honnighausen 44). Beardsley's 
graphic line became th~ serpentine line of Faulkner's. Both 
Beardsley's and Faulkner's art show decorative, connecting 
borders, linear ornaments, the black and white areas and 
rose garlands (53) (see fig. 2 & 3) 
To be sure, Faulkner and Beardsley have similarity of 
form in their art, but differences in moral outlook are 
significant. While Beardsley is more intellectual and tells 
of tragic irony in his Salome pictures, Faulkner's art . in 
The Marionet-tes, 1920, remains "melancholic, esoteric"; the 
work of a "guileless young mant' ( Hennighausen 50). 
Beardsley's art is elegant, salacious, and grotesque; 
Faulkner's is not (50). 
Too, Faulkner contributed his graphics to OLe Miss, the 
student yearbook of the University of Mississippi. They are 
significantly imitative of Art Nouveau poster art and 
contemporary cartoonists (Honnighausen 55). He also 
incorporated Beardsley's techniques into his own modernist 
tendencies and artistic spirit of the Jazz Age (52-3) in The 
pcream, a student humor magazine. The fusion of influences 
within Th~ Scream graphics comprise that of Beardsley, 
cartoonists, and other artists from post-Armory Show (1913) 
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art. Thus began Faulkner's mixing of Modernism and Art 
Nouveau ( 55). 
In Faulkner's drawing from Ole Miss, Red and Blue III 
of 1920-1 (see fig. 4), Faulkner replaces much of the 
Beardsley influences with those of modernism: the drawing 
is animated, the main figures are set off to the left, large 
areas of black and white make bold contrasts, the minstrel 
players are seen at different angles: front, profile, aerial 
. 
view and a view from underneath . The clothing is done 
abstract way, and the bodies are formed expressively. 
Faulkner's minstrels are objects of formalization, not 
in an 
racial cliche. Faulkner tends, here, toward idealization, 
similar to his work in The Marionettes. The influence, 
then, is primarily modern (60) with less emphasis on the 
Beardsley decorative style (60). 
Further traits of Modernism capture Faulkner's 
attention when he uses the checkerboard pattern 
characteristic of American art after the Armory Show. 
Paintings such as Max Weber's Chinese Restaurant of 1915 and 
Marsden Hartley's Painting, No. 5 of 1914-15 have 
checkerboard segments (Honnighausen 62). In :B_,aul kne r's 
drawing SoGial Activities _I (see fig. 5) from Ole Miss, 22, 
of 1917-18, the checkerboard serves as a background while 
distinct cubistic techniques formulate the drapery behind 
the characters. These cubist elements resemble those of 
Picabia's Dances at the Spring (1912) in the Armory Show 
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In Social Activities I_ Faulkner's cubist interests are 
.i 
apparent as they form tne background for his more realistic 
characters--a method he employs in his novels. Later in his 
prose-romance Mayday (1926) in which he parodies the quest 
of a medieval hero, he combines the techniques of Art 
Nouveau with cubist contours in the painting The Vision in 
the Chapel of 1926 (Hennighausen 68) (see fig. 6). In 
Faulkner's art work, the influence of Art Nouvea~ is at work 
until as late as 1926 (73). 
The May~~Y illustrations, however, showed Faulkner that 
his graphic art was limited. He could not achieve a truly 
high level of artistry, and he probably realized his 
failure, thus abandoning it, for the most part, after 1926 
(Honnighausen 76). But perceptive readers have noted the 
romantic traits that remain within his literature. 
For example, in Absalom, Absalorn! the romantic 
influences of Beardsley's Art Nouveau manifest themselves 
within the exotic setting of the New Orleans world of 
Charles Ban's mistress. Faulkner contrasts this exotic 
atmosphere to the banal rusticity of the Mississippi town of 
Jefferson (Honnighausen 157): 
It must have resembled a garden scene by the 
Irish poet, Wilde: the late afternoon, the 
dark cedars with the level sun in them ... 
the pageant, the scene, the act, entering upon 
the stage--the magnolia-faced woman a little 
plumper now, a woman created of by and for 
darkness whom the artist Beardsley might have 
dressed in a soft flowing gown designed not 
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to infer bereavement or widowhood but to 
dress some interlude of slumbrous and fatal 
insatiation, of passionate and inexorable 
hunger of the flesh, walking beneath a lace 
parasol and followed by a bright gigantic 
negress carrying a silk cushion and leading 
by the hand the little boy whom Beardsley 
might not only have dressed but drawn--a 
thin delicate child with a smooth ivory 
sexless face. (Faulkner 241-2) 
Interwoven here are the romantic influences of 
Beardsley and Wilde. The octoroon mistress is reminiscent 
of a Beardsley woman who suggests an arabesque. One can see 
the similarities between Bon's mistress and the foreign, 
perverse, but passionate women in Beardsley's Salorn~ 
illustrations (Hennighausen 158) (see fig. 2). And Ban's 
son has the hermaphroditic quality of a Beardsley person. 
The prose here is Swinburnian, says Honnighausen, and 
contrasts to the provincial, sterile Mississippi world 
(159). 
Another reference to Beardsley is in Ligh_t _in August as 
Faulkner describes Joanna Burden in the throes of 
nymphomania: "her body gleaming in the slow shifting from 
one to another of such formally erotic attitudes and 
gestures as a Beardsley at the time of Petronius might have 
drawn" ( B,aulkner 285). Again the perversion of the 
nymphomaniacal woman corresponds quite well to Beardsley's 
grotesque women. 
Many critics have noted the cubist influence upon his 
writings, particularly The Sound and the Fury. If a reader 
studies Faulkner's graphic art, he may easily see both the 
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influence of romanticism and cubism upon his writing. 
Nearly any passage in The Sound ~pd the Fur_y illustrates 
this romantic/cubist literary art. The stream-of-
consciousness, cubist in form and intent, joins with the 
romantic illusions to the past and does it in a fury of 
emotion. When Quentin imagines Caddy and Dalton Ames 
together, the scene is painted in romantic images: 
I didnt look back the tree frogs didnt pay me 
any mind the gray light like moss in the trees 
drizzling but still it wouldnt rain after a 
while I turned ... I began to smell honeysuckle 
again ... I lay down on the bank with my face 
close to the ground so I couldnt smell the 
honeysuckle I couldnt smell it then and I lay 
there feeling the earth going through my clothes 
listening to the water and after a while I wasnt 
breathing so hard .... (Faulkner 178-9) 
Caddy do you love him now 
I don't know 
outside the gray light the shadows of things 
like dead things in stagnant water 
I wish you were dead. (180) 
Faulkner was fascinated with ideal beauty so lacking 
the Southern past which haunted him and the "inarticulate 
banality of his time" (Hennighausen 76). This fascination 
. 
1n 
with ideal beauty may have been the impetus for his interest 
in Art Nouveau. The Modern movements in art allowed him to 
fashion his literary work without the traditional allegiance 
to logic and time. But his attraction to stylized art forms 
developed that imagination that gives the poetic quality to 
his prose (76). 
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Chapter 2 
Cubism in Faulkner's Light in August 
William Faulkner's writing has the beauty of a multi-
faceted diamond. His imaginative power is rare and 
uncomparable, his technique as varied as the spectrum: 
If Faulkner's sentences sometimes soar and 
circle involved and prolonged, if hi~ scenes 
become halls of mirrors repeating tableaux 
in a progressive magnification, if echoes 
multiply into the dissonance of infinite 
overtones, it is because the meanings his 
stories unfold are complex, mysterious, 
obscure, and incomplete. There is no 
absolute, no eternal pure white radiance 
in such presentations, but rather the stain 
of many colors, refracted and shifting in 
kaleidoscopic suspension, about the center 
of man's enigmatic behavior and fate, within 
the drastic orbit of mortality. Such being 
Faulkner's view of life, such is his style. 
(Beck 154) 
Here again is this notion of Faulkner's "painterly mode 
f . " o expression. Indeed, his writing echoes the 
characteristics of the modern arts: the light of Cezanne, 
the brilliant reds, blues, and greens of the expressionists, 
the circular movement of the vorticists, the shock of the 
.\ 
surrealists, and, most particularly, the "simultaneity" of 
the cubists. 
Richard Chase, in his article, "Faulkner's Light in 
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August," remarks that "the art style is not cubist or 
otherwise modernist as it sometimes is in Faulkner's writing 
(Pylon, for example); it is serene, harmonious, and always 
aware . • . of a luminousness and spatial harmony that 
suggest an eternal order" (18). I disagree that the novel 
is not cubist, for much of it has the cubist style and 
ideology that supports so well the theme of ambiguity of 
identity. I further contend that the style of Light . 1n 
August is not so,,simply "serene" and with a "spatial 
h tt t . It t l d " armony sugges ing e erna or er. 
On the contrary, much of the style defines itself by 
way of contradiction and disturbing contrasts. Its multiple 
perspective or "simultaneity" is ac1complished through the 
I 
stream-of-consciousness style in its effect of the montage, 
• its fragmentation of viewpoint, narrative and time. This, 
turn, reveals the ambiguity in theme, also strengthened by 
ambiguity of language: the oxymoron and word play. All 
elements of the representational world are broken into 
1n 
equivalent units. Faulkner's cubist writing in this novel 
forces the reader's active participation. Finally, 
Faulkner's novel has a cinematic quality--the characteristic 
of "montage" whose origins are cubist (Steiner 181-2). 
I contend that Faulkner's cubist technique plays a 
major role in Light in August as it does in As I Lay Dyi~g, 
S~nctuary, and The Sound and the Furx. I also suggest that 
L_ight _i11 August is written as cubistically as Picasso's l&_s 
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Demoiselles d'Avignon (1906-07), and his Girl Before a 
Mirror (1932) is painted. 
r 
Early influences of modern art upon Faulkner began with 
Elizabeth and Sherwood Anderson, who had studied with 
Gertrude Stein, a cubist writer and friend of the Paris 
artists. He had also been influenced by his friend, William 
Spratling, an architect and artist, and Mrs. Durieux, an 
artist in the New Orleans French Quarter who once remarked 
that Faulkner seemed "consumed" with modernism (Broughton 
FCN 7 5) • 
Evidence exists which suggests Faulkner may have 
deliberately fashioned his writing style after the cubist 
artists of Paris in his time. When Faulkner was not writing 
during his Paris sojourn in mid-August of 1925, he was 
attending shows of modern artists (Tucker 390). Although he 
failed to mention the specific exhibits he had seen in his 
letters home to his mother, indeed, he was probably exposed 
to cubism (Branch 45-6), an art form that laid the way for 
the schools of dada (Zurich--1916) (Fowlie 21) and 
surrealism (Breton's Manifeste du Surrealisme--1924) (105). 
Faulkner's artistic style and ideology contains numerous 
elements of surrealism as well as cubism. 
Since Faulkner stayed in a quarter near the Luxembourg 
Gardens in Paris in August of 1925, he could easily have 
stopped to see the art work in the Luxembourg Galleries 
which featured Post-Impressionist and cubist paintings 
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( Branch 4 5 ) . In fact, in his letters home, he spoke of 
going to the picture galleries on rainy days and said, "I 
spent yesterday in the Louvre. • • . It was fine, especially 
the paintings of the more or less moderns, like Degas and 
Manet and Chavannes. Also went to a very very modern 
exhibition the other day--futurist and vorticist" (Blotner 
453). He also writes "no one since Cezanne had really dipped 
,, 
his brush in light" (Broughton FCN 74). He also mentioned 
having seen the works of Matisse and Picasso as well as 
other struggling young moderns (Branch 45). 
During this sojourn abroad Faulkner was working on 
Elmer, a story about an American artist, and a quote from 
the unsuccessful novel suggests Faulkner's association with 
the current trends in art and his attempt to experiment with 
modern narrative techniques (Broughton FCN 76). 
Faulkner describes Paris: 
In it 
merry childish sophisticated cold-blooded dying 
city to which Cezanne was dragged by his friends 
like a reluctant cow, where Degas and Manet 
fought obscure points of color and line and love, 
cursing Bourgereau and his curved pink female 
flesh, where Matisse and Picasso yet painted. 
(Blotner 460) 
While Faulkner was in Paris, Paul Klee had a show, as 
did the first group of surrealist painters. Artists such as 
Hans Arp, Max Ernst, Andre Masson, Joan Miro, and Man Ray 
exhibited in this "Exposition: La Peinture Surrealiste" 
during the fall of 1925. Such a show Faulkner would have 
been unlikely to have missed, especially since it caused so 
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much public outrage. 
Since Faulkner had been a graphic artist and painter 
his youth (Tucker 389), one should not question his 
application of the fine arts into his writing. Instead of 
• in 
sea~ching for the "truth" that was inherent in literature, 
as the eighteenth century writers believed, and instead of 
aspiring toward a world elsewhere, as the romantics 
believed, Faulkner, in a modern spirit, challenged his 
reader to rise beyond the status of a "passive bystander" 
(Broughton CN 64) and derive meaning as a private experience 
between author and reader, just as the cubists called an 
observer info active participation with their works 
(Broughton FCN 65). Before looking at cubism as a literary 
form in Light ~n August, however, one needs to define cubism 
in art and literature and examine its ability to reveal 
literary theme. 
The beginnings of cubism arose with Picasso's creation 
of Les Demoiselles d'Avignon in 1907 (see fig.7). In 
contrast to its more traditional cot1nterpart, Cezanne' s T_he 
9reat Bathers_ (1898-1905), Picasso strove to represent his 
objects in a more inventive, experimental way. Esser1t iall y 
the art reduced the natural form to geometrical equivalents, 
yet it encompassed much more than simply.the representation 
of an object by cones, spheres, and rectangles (Canaday 
34 3 ) • Cubism rejected traditional assumptions about form, 
instead taking objects and even persons out of ~ture and 
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breaking apart the forms in a prelude to arranging and 
juxtaposing those parts in space (Broughton CN 46). 
Demoiselles has abandoned perspective in its shift 
from a narrative style of painting to one of pure elemental 
form (Fowlie 165). The painting is characterized by masked 
figures and other figures that are distorted and dislocated 
in its tendency toward compactness and angularity (165). In 
protest against traditional art forms, Picasso's painting 
breaks the five women into formalized shapes and discordant 
figures and forces a single plane into five planes 
(Broughton CN 53). 
Dernoiselles has all the basic characteristics of 
cubism: the reduction to geometrical form, the playing with 
volume and space, simultaneity, the multi-dimensional 
perspective placed on a flat surface, The . viewer 
appreciates an aerial view of the fruit at the bottom of the 
picture as well as head-on views and profiles of the women. 
One plane merges with another and others merge, as well, 
with the background. The figures shift and fade and come 
simultaneously into sharp contrast with each other. 
Cubism, evidenced in this painting and in literary 
forms, allows perspective to undergo "multiple 
transformationtt (Fowlie 166), otherwise termed 
"simultaneity." This technique of simultaneity breaks down 
the contours of figures, merges them with the background or 
other forms around them; one plane or tone may coalesce into 
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another; borders may merge and then diverge, suddenly 
uniting with other figures; objects seem to shift away then 
advance in a kind of "oscillation of' appearances" ( Sypher 
168-9). There is a kind of' "blurring of distinctness" 
(Broughton CN 53). 
In both Picasso's cubist works and in Faulkner's 
writing, "seeing" is not enough; one must "think" it, in all 
its multiple perspectives (Sypher 159) and "total existence" 
( 16 0 ) . This representation requires an object's, a 
character's, a scene's identities to be viewed in their 
totality, with negative, contrasting traits as well as 
positive, unifying ones. 
In cubist art and writing, one feels the 
"dislocations of space" ( 163); it is a world in which "all 
relations are plural" (163), and space becomes as important 
as obje_cts (Broughton CN 52). The ultimate intent of the 
cubist artist is to disturb one's vision of things--to 
suggest "new correspondences in an age of relativity" 
(Sypher 164), to merge the inside with the outside 
(Broughton CN 53). 
Once given multiple form, the painting or literature 
can be approached from myriad and contrasting angles, thus 
having the appeal of "lyricism" (Fowlie 166) or poetry. The 
lyric quality of a cubist work of art expresses itself 
through the abstraction of the work, which takes the mind of 
the observer to a higher level of thinking that, in turn, 
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stimulates a condition Wylie Sypher, in his article, "The 
Cubist Perspective," calls the "liberty of the mind." No 
longer is the observer confined to a single, traditional 
interpretation of, in this case, the painting: 
[they] gradually disengaged the object from 
three-dimensional space, from a limited, 
fixed point of view, and "dismantled" it into 
planes which give an illusion of closure and 
depth but which are always moving and 
readjusting themselves to one another. The 
cubist world knows both change and permanence; 
it is a region of process, arrest, transition, 
where things emerge into recognition, then 
revise their features .... ( Sypher 169) 
Similarly, Faulkner's traditional linear narrative . lS 
upset so that the arrangement of its parts itself forms a 
meaning (Broughton CN 58). Faulkner's words or phrases 
gather meaning, not only from their own context, but in 
relation to the words or phrases preceding them, following 
them, and residing throughout the rest of the text (Sypher 
164). Each phrase may, then, take on a kind of multi-
dimensional meaning. Faulkner also makes language, the 
abstract word, "transcend itself by hypersttggestion" ( Leaver 
201 ) . .. He does not accept the traditional meanings of words; 
instead, he capitalizes on their "untold associations" 
( 201). 
Cubist simultaneity seems to naturally arrive at 
conclusions that are ambiguous since its basis is 
multiplicity of perception. Faulkner shares this philosophy 
and artistic style. Just as he saw his writing as a quest 
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for failure rather than as an attempt "to match the dream of 
perfection" (Slatoff 184), the cubists, who painted • 1.n 
Europe between 1909 and 1912, sought a multiple reaction to 
their art. Within their paintings and sculptures lay the 
idea that resolution of life, the meaning of reality, was 
not only impossible, in contrast to traditional art forms, 
but was unimportant. Within the shifting planes and 
"kaleidoscopic suspension" of G.€orges Braque's and Pablo 
Picasso's art was the realization of the complexity, the 
mysteriousness, the ambiguity of life. In reaction to 
traditional art forms, cubism signalled the demise of an 
ordered world in harmony with itself and insisted on the 
qualities of a fragmented, disordered one (Broughton CN 47). 
Faulkner captures the cubistic, "multi-dimensional" 
view of life--that modern man cannot achieve any kind of 
final resolution but can only acknowledge ambiguity in a 
world that appears "enigmatic and ineffably complex" 
( Slatoff 195). This uncertainty, this ambiguity that 
dominates Faulkner's novels, supposes that life . 1S 
unfathomable, subject to conflict, tension, and frustration 
( 196 ) . 
---Faulkner points out this "ideology of the ambiguotts" • 1.n 
his assertion: "it can't matter, you know that . • • and yet 
it must matter." In this quote the simultaneous 
juxtapositioning of the "can't" with the "must" provides the 
clue to Faulkner's works: the human mind, in a state of 
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unbalanced equilibrium, struggles, simultaneously, toward 
order and chaos (196). Faulkner's method, says Conrad 
Aiken, consists of "deliberately withheld meaning, of 
progressive and partial and delayed disclosure" (138). Yet 
man's only certainty is that he will "endure"; his 
uncertainty lies in the manner in which he will sustain 
himself (Slatoff 195). 
Not only does Dernoiselles demonstrate simultaneity and 
ambiguity, but it also represents the world by elements 
broken down into separate units (Steiner 181). I believe 
the figures symbolize the cosmology of the world, 
representing the African, the Egyptian, and the Greek 
individual and all of humanity. The hermaphroditic figures 
' 
do not simply denote one time and one race of human beings: 
they are indicative of all humans everywhere. 
Besides the characteristic of cosmic representation, 
the cubists and Faulkner both force the observer/reader into 
active participation with their works. Demoiselles draws 
the observer into an intellectual activity with the five 
f igt1res, It stimulates thought, promotes interrogation, 
even a kind of discomfort. An observer is prone to question 
the work, attack it and defend himself against the stark, 
even threatening glances of the women. 
The last cubist quality of Demoiselles is its cinematic 
quality. The painting explicates, through distortion, the 
j 
quality of ambiiuity that the reader sees in Light . in 
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August's fight scene between Joe and McEachern and also in 
the initial scene of the wagons moving without progression. 
Demoiselles has that quality that Sypher calls "cinematic 
t . " mo ion (175). Like a cubist paintirtg of George Braque, 
Picasso details "fragmented" bodies that reflect a ''multiple 
vision" (175). Inherent here is "the compound image with 
its simultaneous changing relationships" (175), like a 
moving picture show. 
Gertrude Stein also felt that all the modern arts had 
qualities of the cinema. That is, considering the numerous 
frames used to make up a composite perspective of an object 
or scene, cinematic art became "a modern form of illusion 
that relates motion, time, and space in a new kind of 
composition" (Sypher 165). The effect is that of a 
"patterning" of perspective (Broughton CN 52). They painted 
in the two-dimensions, keeping true to the plane of the 
painting surface which served as a cinematic screen (Sypher 
166) with reality defined by multiple, interrelated images: 
"An object hasn't any absolute form. It has many, as many 
as there are planes in the domain of meaning'' (Sypher 167). 
Again the result of this "cinematic" style of painting 
is that an object can be known in a,l_l its entirety. Braqt1e 
says, "t11e painter doesn't try to reconstruct an anecdote 
but to establish a pictorial fact'' (168). The pictorial 
fact results from this liberation of the mind from 
traditional perspectives that occurs within the creating and 
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the experiencing of a cubist work of art. Within cubist 
art, "art and life intersect, thought enters things, 
appearance and reality collide, or coincide, at the points 
we call objects" (168). Faulkner, as deliberately as the 
cubist artists, distorts and dislocates words, characters, 
and scenes in many of his works and in Light __ in August, to 
portray the ambiguity in life, the contradictions that offer 
no calming resolution. 
The study of the specific elements of cubism in 
Faulkner's Light in August centers on the "simultaneity" of 
form or multiplicity of imagery accomplished through the 
experimental stream-of-consciousness style with its montage 
effect, fragmented viewpoints and faceting of sense 
\ 
impre~sions with a break down in narrative and time and 
space. Ambiguity of theme is understood in the 
contradictions of words, phrases, scenes and word-play. 
Also, Faulkner's units of humanity reveal the cosmology of 
the world. Faulkner also makes the reader become actively 
involved with the unsettling problems of the novel. His 
cinematic methods are another facet to his cubist 
connection. 
The most important aspect of Faulkner's art derived 
from cubist art is his technique of stream-of-consciousness 
which mimics the flattening, the,. merging of the inside with 
the outside elements in a cubist painting (Broughton CN 53). 
Faulkner uses this technique in an effort to show all sides 
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of the personality, changing tenses within the interminable 
sentences, and changing to single quotation marks and 
italics to indicate different levels of thinking and 
consciousness. This, in turn, creates a breaking up of 
viewpo\nt (Pitavy 67-9): 
That's it. They are oblivious of him. 'Don't 
know and don't care, ' he thinks. 'Like they 
were saying All right. You say you suffer. 
All right. But in the first place, all we got 
is your naked word for it. And in the 
seco_ndplace_,__ you just say that you are Byron 
Bunch. And in the third ~lace, you are .i!J_st 
th~ one that _call.§ _yourself Byro~ Bunch today, 
_now_,__ _tb_i __ ~_ mi nut~ . . . . . . We 11 , ' he th i n ks , 
'if that's all it is, I reckon I might as well 
have the pleasure of not being able to bear 
looking back too.' (Faulkner 468) 
In describing his characters, he merges the traditional 
narrative method with a stream-of-consciousness style. 
Faulkner's endless sentences provide shifts in tone which 
inhibit any final conclusions; he also uses the word 
"perhaps," which leaves all ideas open to argument (Slatoff 
18 3 ) . In the stream-of-consciousness style, the reader 
discovers the character from the outside, while at the same 
time hearing the different levels of that • voice (Pitavy 67): 
Byron was not conscious of this. He did not 
care now, though a week ago it would have been 
different. Then he would not have stood here, 
where any man could look at him and perhaps 
recognise him: Byron Bunch, that weeded another 
man's laidQY crop, without any halvers. The 
fellow that took care of another man's whore 
- ~· ... --
----
~hi le the other fellow was busy making a 
thousanq dollars. And got nothing for it. 
Byron Bunch that prbtected her good nam~ when 
l the woman that owned the good name anq the ~an 
sh~ had given it to had both thrown it away, 
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that got th~ other fellow's bastard ~orn in 
peace and .guiet and ~t By~on Bun~h~~ expens~_,_ 
and heard a baby cry once for his_ pay. . . . 
'And now I can go away,' he thought. He began 
to breathe deep. He could feel himself 
breathing deep, as if each time his insides 
were afraid that next breath they would not 
be able to give far enough and that something 
terrible would happen, and that all the time 
he could look down at himself breathing, at 
his chest, and see no movement at all, like 
when dynamite first begins, gathers itself 
for the now Now NOW, the shape of the outside 
of the stick does not change; that the people 
who passed and looked at him could see no 
change: .. , (Faulkner 459-60) 
Evident in the above passage and in the one before it 
are the different levels of . consciousness, the multiple 
views of a single character as seen by others and himself 
and expressed in changing tenses. Immediately the reader is 
ushered into a different level of perception--Byron's 
consciousness or, in this case, his unawareness of his 
• consciousness. Simultaneously the reader must shift • in 
time, along with the recognition of his unawareness, from 
not caring in the present to caring related to the past. 
Within this perspective, the point of view shifts from Byron 
looking within himself to the reaction and attitude of the 
townspeople toward him. 
The scene shifts and facets point of I view, verb tense, 
italics and quotation marks, and capitalization to give a 
multiple effect. The effect is similar to that created by 
another of Picasso's painting, Girl Before a Mirror (see 
fig. 8), for not only does the reader see what the outside 
world thinks of Byron Bunch, but he sees what Byron thinks 
42 
about himself in almost the same instant. 
Similar to Faulkner's paragraph on Byron Bunch is 
Picasso's Girl who has both a full face and a profile of the 
girl. 
in the 
The round, globular forms of the girl are reflected 
• 
mirror, and the viewer is afforded an internal view 
of her as well as an external: we see her anatomy from the 
inside out (Canaday 482). Too, the picture takes on mythic 
proportions in the reflected aspect, and a question as to 
her evil or good nature is unresolved. 
Psychoanalysts have interpreted the picture in many 
ways. The girl before the mirror may be a "contemporary 
Mary who is also Isis, Aphrodite, the Adolescent before her 
~f i r r or " ( Sypher 1 7 6 ) . She may also be envisioned as the 
Freudian image of the self whose reflection is the Id-
irnage--that of the dark self (176). The girl may be a 
virgin, or she may be Venus. She is a modern day Eve with 
her breasts that resemble apples, and the skeleton of the 
reflection transposes ribs to a striped bathing suit, making 
her a bathing beauty or a modern Venus (176). The effect is 
that of a montage that has "psychological, religious, and 
legendary meaning "synchronized" by a cinematic style (176). 
The effect of montage that the stream-of-consciousness 
technique produces effectively helps portray his characters. 
Montage appears to be a direct result of the stream-of-
consciousness style since a whole effect is gained from 
separate images or pictures. Faulkner shows a character's 
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psychological conflicts, not through the conventions of 
chronological order, but by overlapping images as the 
cubists do, he chooses a key word or image capable of 
evoking particular emotional responses toward the 
characters. 
For example, Lena comes to be associated so much with 
the image of "window" that anytime Faulkner wants his reader 
to envision Lena and her values, he need only mention the 
word "window." The same is true of Joe, whose isolation and 
loneliness is apparent in the numerous images of "street." 
This way of delineating character gives the story a kind of 
four-dimensional effect in which the physical sensation or 
emotion can be evoked simply by a few images (Pitavy 50-2). 
The effect of the montage can be seen in the character 
of Mrs. Armstid whose hard life becomes, in Faulkner's 
h d 11 f th d " " "b " " ld " ans, a co age o e wor s gray, usy, co , 
"hard," ·"manhard," "workhard," and "savage" (Pitavy 57). 
building the character around a few key words, Faulkner 
able to "translate the invisible realities into visual 
impressions" (61). In the creating of his characters, 
By 
. 
lS 
Faulkner sometimes replaces physical details with abstract 
qualities, thus giving the character greater "malleability" 
(Pitavy 57): they seem to become larger than life itself. 
Also, many of the characters in Light i11 Aug\1st have 
. 
mixed characteristics, showing the capacity for both 
goodness as well as evil. Lena Grove is simply not a 
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pregnant woman, but she is a Mother Goddess figure, one of 
mythic proportion. Likewise she has her counterpart • 1n 
Millie, the mother of Joe Christmas and an opposite 
counterpart in Joe (Pitavy 46). She is described in 
oxymorons as "innocent and profound" ( },aulkner 7), and like 
the wagon, she, too, seems "without any semblance of 
progress" ( 11). 
Joe, too, takes on mythic proportions beyond his real 
self. Like Girl Before the Mirror, and in cubist art . in 
which there is the blurring of distinctions between objects, 
his identity is unknowable: he is black or white or Mexican 
or maybe none of those. In contradictory or oxymoronic 
descriptions Joe is unfathomable: his feet move with 
"deliberate random" and "he believed with calm paradox that 
he was the volitionless servant of the fatality in which he 
believed that he did not believe" (Faulkner 307). 
While Joe has his own characteristics, he effects many 
of the same and contrasting qualities of the other 
characters. Faulkner juxtaposes him with Lena, Joanna, 
Percy Grimm, and Hightower (Pitavy 30-2). Faulkner uses the 
interconnecting devices of reflection, repetition, 
substitution, and contrasts, and he uses them in recurrent 
images and analogical patterns (Millgate 137). 
creates him as a composite of all the others. 
Faulkner 
The effect 
once again contradictory: the characters seem at once 
personally alienated yet reflective of the idea of 
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community (Millgate 137). 
Pitavy comments on Faulkner's way of experiencing the 
character from within himself while giving an external 
description. He says: 
Faulkner has the best of both worlds: by 
amplifying all the vague, fleeting, latent, or 
forgotten thoughts of a character without being 
restrained by the latter's limited intelligence 
or consciousness, he gives the reader the 
impression that he participates in that 
character's life. He retains the emotional 
force of a subjective account while giving it 
the fullness and fluency of an objective one. 
Since a voice thus modulated seems at once 
external and internal to the character, both 
emanating from him and enveloping him, a 
three-dimensional effect not unlike that of 
stereophonic sound is produced. (Pitavy 69-70) 
The stream-of-consciousness style not only serves as a 
• base for the montage-like narrative and character 
descriptions, but it serves to change the points of • view as 
well. At one time the reader may be seeing the character 
from the townspeople's point of view, as seen in the above 
quotes dealing with Byron Bunch, while at the same time, the 
reader sees a different viewpoint from Bunch's angle. A 
similar scene is that involving the Reverend Hightower at 
the moment when Bunch asks him to provide an alibi for 
Christmas. Here the viewpoints are all entangled within the 
stream of thought: 
"It's not because I can't, don't dare to," 
he says; "it's because I won't! I won't! do you 
hear? He raises his hands from the chair arms. 
"It's because I won't do it!" Byron does not 
move. His hand on the desk top has ceased; he 
watches the other, thinking It ain't me he 
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It's like he knows there is 
-- - --- - --~·-
• 1S shouting at . 
something nearer him than me tq convince of 
that Because now Hightower is shouting "I 
won't do it! I won't!" with his hands raised 
and clenched, his face sweating. (Faulkner 431) 
Also the stream-of-consciousness further fragments the 
sensory impressions: 
Anyway, he stayed, watching the two creatures 
that struggled in the one body like two 
moongleamed shapes struggling drowning in 
alternate throes upon the surface of a black 
thick pool beneath the last moo~. Now it would 
. be that still, cold, contained f1gure of the 
first phase who, even though lost and damned, 
remained somehow impervious and impregnable; 
then it would be the other, the second one, 
who in furious denial of that impregnability 
strove to drown in the black abyss of its own 
creating that physical purity which had been 
preserved too long now even to be lost. Now 
and then they would come to the black surface, 
locked like sisters; the black waters wou'd 
drain· away. (Faulkner 286) 
Here Faulkner swirls sensual sensations within a vortex-like 
world. It is a world acutely visual yet having the quality 
of nightmare. A violence pervades the imagined scene, 
within the black, slick pool, illumined by moonglow, a calm 
surfaces. Two contrary, imagined forces grapple each other, 
fighting out of the maelstrom, each determined to triumph 
and live on. 
Just as Picasso faceted his women, so does Faulkner 
breaks up narrative perception in his writing. Another 
example of this faceting effect within the stream-of-
consciousness is the scene in which Christmas awakens from 
his beating. The narrative flits in and out of 
consciousness as Christmas awakens, flits in and out of 
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memory and history: 
Knowing not grieving remembers a thousand 
savage and lonely streets .... here 
pobbie pere kid heres your comb you forgot 
it heres romeos chicken feed too jesus 
he must have tapped the sunday school till 
on the way out its bobbies now didn't you 
see him give it to her didn't you see old 
bighearted (Faulkner 242) 
And when Christmas walks into the cafe in search of the 
desirable waitress, the thinking is panicked and fragmented 
. 
again: 
'I don't even know what they are saying to 
her,' he thought, thinking l don't even know 
that what they are saying to her is something 
that men do not say to a passing child 
believing l do not know yet th~t in the 
instant of sleep the eyelid closing prisons 
within the eye's self her face demure,. .2_~nsive;_ 
tragic, sad, and young; ~aiting, colored with 
all .t_he vague and formless magic o_f young desire. 
That already there is something for love to f~ed 
upon: that sleeping I know now why I struck 
refraining that negro girl three years ago and 
that she must know it too and be proud tooi with 
waitiQg and Q__ride_._ (Faulkner 194) 
The stream-of-consciousness naturally seems to create a 
montage effect and fragments the point of view, the 
narrative and time, as well as the sensory impressions. 
Another example of this fragmenting or faceting 
involving time and space is when Lena anticipates riding . lll 
the wagon that is approaching, Here the senses of vision and 
hearing are fragmented: 
So that at last, as though out of some trivial 
and unimportant region beyond even distance, the 
sound of it seems to come slow and terrific and 
without meaning, as though it were a ghost 
travelling a half mile ahead of its own shape. 
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'That far within my hearing before my seeing,' 
Lena thinks. She thinks of herself as already 
moving riding again, thinking 'fhen it_ J\Till b~ 
as if I were riding for a half mile before I 
even got into the ~agon, before the wagon even 
got to where l was waiting, and that when the 
wagon is empty of me again it will gQ on Lor a 
half mile with me still in it. (Faulkner 8-9) 
The effect here is a fragmentation of the self into space, 
an envisioning of one's self at different moments in time 
and space, a perceiving of self according to various 
viewpoints. Lena projects herself into the wagon which has 
not even arrived at her place in the road, yet she can 
ft 
visualize and perceptualize herself in such a way that she 
can already experience the moving of the wagon before she 
has stepped into it. 
Along with this idea of the faceting of time and space 
is the cubist writer's ability to distort chronological 
time. Since the distinctions between past, present, and 
future do not exist here, Faulkner foregoes the standard 
ordering of time. The fragmentation of time and space is 
partially accomplished as Faulkner changes the tenses of 
verbs at random. This gives the narrative cubist qualities. 
Pitavy says, "The use of the tenses confirms the cohesion of 
the novel considered as a counterpoint of themes" (47). 
Tense changes reveal flashbacks, and Faulkner uses the 
present tense to describe Lena, all that relate to her and 
her values ( 47). In contrast to Lena, Joe is locked into 
the past and the past tense (47). 
Another effect of the stream-of-consciousness is that 
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of ambiguity of theme or content. But even before this idea 
is explored, Faulkner's ambiguous language such as oxyrnorons 
and word-play must be addressed. Slatoff notes the 
deliberate intention of Faulkner to keep his reader • 1n a 
state of flux or suspension by changing his use of language 
(174). According to his idea of "contradictory suggestions" 
(174), Faulkner leaves his audience with a feeling of 
uncertainty, of suspension, with no possibility of logical 
resolution (174). One of the most obvious examples is the 
wagon in the beginning of the story that the reader knows is 
moving but which "does not seem to progress" (Faulkner 8) . 
. 
The juxtapositioning of motion and immobility as well as 
that of sound and silence, quiescence and turbulence 
(Slatoff 175) contributes to the picture by going beyond 
reality and describing almost a state of near surreality. 
Most of these contrasting states Faulkner accomplishes by 
using oxymorons, ideas presented in conflicting terms (174). 
Just as the wagon moves but seems not to progress, so, too, 
can Joe Christmas stand still but appear to be running. 
Similarly, silence, in Faulkner's hands, can contain sound; 
the dietician appears to be going crazy, but calmly so 
(175). Hines and his wife are described in oxymorons as 
well as Hightower, "at once gaunt and flabby" (Faulkner 97), 
and who when he left the church fotind that "the town was 
sorry with being glad" (Faulkner 75). 
Other examples of oxymorons or contradictions include: 
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He looked like a tramp, yet not like a tramp 
either. (Faulkner 33) 
He did not look like a professional hobo 
in his professional rags. (33) 
The effect is that of a cubist painting in which one 
can see many sides of the object or scene. The tirr1e and 
space that the wagon, Joe, and the dietician occupy is 
multi-dimensional, creating ambiguity. The oxymoron also 
creates extreme tension within the simultaneous existence of 
opposing elements. Instead of provoking the reader to a 
l o g i c a l c o n c l ll s i o r1 , Fa tt l kn e r tl s e s t he o ;~ y mo r C) n t cJ s t i m ti 1 a t e 
thought and intuition, unlike the traditionalists, wt10 used 
it to reflect a maddened mind (Slatoff 177). F atll lzne r-' s 
intent with the use of the oxymoron in por·tr~aying his 
characters is to leave the reader with the tension of the 
contradiction itself and thus provoke him into believing in 
life's contradictions and ambiguities ( 178). 
continued attempts of the critics to search for answers in 
Faulkner's war ks, resolution is riot really the i r1 tent of the 
author ( 177 ) . 
Other devices of language are important, also. 
play~ is important: "She walked out of their· talking'' 
Worci 
(Faulkner 10). In a description of Lena walking down the 
road she is described in horse terms, in which a horse's 
gait is called a "licl{": "She's hitting thc1t lick" ( 10). 
Mixed metaphors are abundant. Faulkner also employs what 
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Slatoff calls "conflict,ing suggestions" ir1 his presf~ntation 
of characters (Slatoff 179). 
One such divided character/event is that of Mr. 
McEachern's fight with Joe in the dance hall. One r·emember·s 
that the old self-righteous man, following Joe to the hall, 
had ridden his eqtially old, white horse at cl ''slo\'{ arid 
ponderous gallop, • • • leaning a little stiffly forward as 
though in some .jtiggernatitish simtilation of ter·rific: s1)eecl 
though the actual_ speed itself was absent" (:Fa11lkr1er 223). 
The beginning of the scene is trtie to the chc1r·a<~-ter·i:zatior1 
of the o1d man, but as the scene progresses, the old man 
takes on more speed: i t d i d r1 o t s e em t C) h i n1 t 11 cl L t1 e 
had been moving fast nor that his voice was J.oud. 
• • , \! C' I'):-
likelv he walked towar·d it ir1 the fttrious and dr·eamlike ,, 
exaltation of a martyr" (224-5). Suggestions her·e are 
contr--adictory: the reader does riot really kr1ow if t.he old 
man is moving fast or not, r1or if he is a slow, 
righteous perso11 or a speeding, furious rr1artyr. 
0 'odl y 
1::, • ' 
i\ t. the end 
of tl1e scene tl1e reader· does not know ,'v1hether Mc:Eachern is 
dead or alive, and although things have quieted down, the 
remaining words suggest unease (Slatoff 180). 
Besides using the ct1bist elements of mt1ltiplicity of 
form and ambiguity of language, Faulkner also transforms the 
elements of the represented world into equivalent units 
( Steiner 18). Each character represents some aspect of 
humanity, whether good or evil or a combination of both. 
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When all the characters ar·e joined together one r~ealizes 
Faulkner has created a microcosm of the world. Joe 
Christmas has elements of innocence and experience, good and 
evil within him. He can be vile, shrewd, arnoraJ. and moral 
almost instantaneously. Lena Grove retains characteristics 
of the mythical and the re~l. She is the innocent, yet the 
experienced, and she is the surviving qtiality of humanity. 
Byron Bunch is the motherly, protective character, an 
innocent and spokesman for decency within th~ novel. 
Hightower is the reader's link to the past, an obsessive 
past that must be tempered. The characters, it seems to me, 
are multi-traited, n1ulti-faceted in imitation of the modern 
world. 
Cubists writers also involve their audiences with tt1eir 
work: they draw them into it as participants, not merely 
observers. Fattlkner does pull his reader into the action 
and thoughts of the characters, especially effective int.he 
stream-of-consciousness style whicl1 frees the reader from 
the halting effects of grammar and syntax. With the free 
flow of thought, the reader is pulled, as into a vortex, 
into the most private thoughts of the character's 
subconscious. 
The last important cubist quality that Faulkner ttses 
that of the • cinema. Just as cubists sought to represent 
motion on a flat canvas so Faulkner experiments with the 
• lS 
same idea (Broughton CN 54). The wagon in the opening scene 
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demonstrates this contrast between movement arid stasj_s which 
is evident in Picasso's painting. .J Ll s 1: as C) n e s i cl e o f the 
canvas appears to be as still as ar1 Egyptian statue, the 
other side seems to move with a kind of primitive savager~y. 
So, too, this wagon exists between movement and stillness: 
Though the mules plod in a steady and 
unflagging hypnosis, the vehicle does not 
seem to progress. 
its progress, like 
red string of road 
• .. so infinitesima.l is 
a shabby bead upon the mild 
( Fat1lkner 8). 
Jean-Paul Sartre called this quality in F'at1lkner's writing 
"st1spension," which indicates a kind of c:trrested motion • l ll 
time (227). Here lies Faulkner's concept of ti.me which 
incorporates the past into the present and resists the 
possibility of a future. In Fat1lkner there is chronolo~ical 
d t • • th h h, II II ] l I!• !I f ecep ion w1 no sue tin~ as was --on_y t11e · 1s o- the 
present (Pitavy 49). J~n Faulkner neither past nor the 
future is possible, and only the present is knowable. 
This quality of contradictory movernentJ in the wagon is 
again reflected in McEachern's old, white horse that Joe 
rides into town after ·their fight: "It.,--tl1e horse and 
rider--had a strange, drearny effect, like cl .moving 1)ictL1re 
in slow motion as it galloped steady and flagging up the 
st1~eet" (Faulkner 231). The mobility here is arbitrary, 
riot a representative of normal movement. Too, Darrel Abel, 
in his article , "Frozen Movernen t i r1 Light in At1_gt1s t., no ·te s 
the "snaJJsl1ot" effect ( 45) or cinematic ·techniqt1e in the 
wagon scene: ., as tl1ougl1 th1~otigh a succession of c.reak-
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wheeled and limp-eared avatars, like something moving forever and 
without progress across an urn" (Faulkner 7). Most 
importantly Faulkner's use of the term "avatar" here 
transmutes the personalities such as Lena, Joe, and 
Hightower, who are all referred to by that term, into 
embodiments of mythic proportion (Abel 44), similar to the 
bathers in Picasso's painting, Dernoiselles. Agair1 the 
characters, now as "avatars," take on a new dimension higher 
than their personal selves just as the bathers had come from 
personal significance into the realm of the Egyptian, Greek 
and African mythology--the works are multi-dimensional. 
My own interpretation of the movement ir1 _Lj_ght ~ii} 
August is that it is similar to that under a stroboscopic 
light. The movement is caught in a kind of imprisoning 
effect of slow motion: 
But there was too much running with him, 
stride for stride with him. Not pursuers: but 
himself: years, acts, deeds omitted and committed, 
keeping pace with him, stride for stride, breath 
for breath, thud for thud of the heart, using a 
single heart .... But he must have run with 
believing for a while; anyway, with hope .... 
It was the black blood which swept him by his 
won desire beyond the aid of any man, swept him 
up into that ecstasy out of a black jungle where 
life has already ceased before the heart stops 
and death is desire and fulfillment'' (Faulkner 496) 
Joe Christmas seems to be caught in the light of a strobe, 
running, yet within a moment of stasis fashioned by the past 
and his black or white blood. He is illuminated in his 
running and is imprisoned within the running. Faulkner 
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wants us to realize the need for the movement even in its 
futility--to find a way to survive in such a contradictory 
world in which a man does not know what he • lS. 
In conclusion the cubists and Faulkner recognized the 
"multiple appearances" of reality, the ambiguity of life ir1 
a world of plural vision (Sypher 169). The cubists revealed 
"the new landscape" of twentieth century thought. Charles 
Morris writes: "Contemporary man must be able to move among 
and between diverse perspectives, cultural perspectives on 
the earth, spatial and temporal perspectives in the cosmos" 
(165). Cubism enables one to see the world as" a structure 
of variable relationships and multiple appearances'' (171). 
The ending of Light in August subscribes to the idea of 
ambiguity as well. Slatoff says three stories are 
juxtaposed, and no resolution is possible (192). Lena's 
story details the durability of man and the continuence of 
the species where resides hope. Joe's story details the 
evil in man and society and the loss of hope. Hightower's 
story envisions change from despair to hope yet with the 
possibility of still looking the fool. Faulkner forces the 
viewer and reader to see life, not in terms of resolution, 
but in terms of possibility. He asks his reader not to 
search for the blackness or whiteness in his literary art. 
What he wishes to leave his reader with, instead, is the 
"gray" quality of life, that ambiguity of existence that 
life itself. 
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For all these reasons, I believe Light in Augu~_t shows 
the multiplicity, the simultaneity, the multi-faceting of 
cubism. Chiefly through its stream-of-consciousness technique 
it reveals the othersidedness of people and the world. The 
stream of thought creates a montage effect which, in turn, 
changes the points of view and fragments the sensory 
impression and in the tense changes the perspective of time 
and space. This allows for a resulting ambiguity in the 
work's theme which is also supported by its ambiguous 
language: the oxymorons, the contradictory descriptions, and 
the word play. Faulkner's characters are representative of 
the figures that comprise the world, and the reader becomes 
an active element within that world. Finally Faulkner, with 
his flair for arresting motion within his narrative, gives 
his story that cinematographic quality so typical of cubist 
art. 
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Chapter 3 
Faulkner as a Surrealist Writer 
The Faulknerian world of grotesque, paranoid characters 
and perverted personalities seems almost to have been 
birthed by Andre Breton's statement: 
Let us remember that the idea of surrealism 
tends simply to the total recuperation of 
our psychic strength by a means that is 
simply the vertiginous descent into ourselves, 
the systematic illumination of hidden places, 
perpetual promenading right in the middle of 
forbidden zones. (Breton Second Manifeste du 
Stlrrealisme 23) 
Such is the Beauty of Breton's surrealist ideology--a 
kind of "convulsive Beauty" (Breton Nadja 160) that is not 
the beauty of aesthetics, beauty-as-spectacle, but that of a 
beauty or tru·th- that, conveys the impression of unconscious 
reality (Hoffman 135). Breton's ideological beauty is 
ff t • • l d II ero 1c-ve1 e , " 1 · f · d n " . . t t· l" exp osive- ixe , mag1c-c1rcums· an 1a 
(Hassan 71)--a beauty that can contain all man's problems 
and all his distresses, allowing neither "possession" nor· 
"k l d " r1ow e ge but "analogy" and "hope" (Alquie 145). 
Similarly the beauty of many of Faulkner's novels 
realizes Breton's kind of beauty. The beauty of Faulkner's 
fiction is its quest for failure rather than an attempt at 
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perfection (Slatoff 184). That is, in Faulkner's works the 
reader journeys into "the vertiginous descent," discovers 
l' 
the "illtimination of hidden places" and the "darkening of 
' the places" of the unconscious. Faulkner leads a reader 
( 
into the realm of II forbidden /ones. 11 Faulkner tisually 
, 
I 
I 
offers no solutions, no answers; he simply opens the doors 
into the unknown and allows the reader to experience and 
contemplate. 
Though Faulkner is not a surrealist in the purest sense 
of the term, (he does not recommend the yearnings of the 
subconscious over human decency and ethics, nor does l1e 
encourage subjective consciousness as a way of life) he does 
share many of the stylistic techniques and content of those 
philosophers who influenced the visual and literary arts . in 
France from about 1921 to the early 30's. The ideology 
behind the surrealist movement and its parallel application 
to art and literature is most important for comparing 
Faulkner to surrealism .. The surrealist philosophy aims to 
shock or bewilder sensation. It aligns itself to the free 
will of man and to the unleashing of his imagination. 
Surrealist ideology attempts to grasp the unconscious 
through man's dreams, insanity, illusions, hallucinations, 
etc., and the technique of automatic writing and humor. 
Surrealism intends to bewilder sensatic...-,,u_. ( Poli tique 
du Surrealisme 138), to "provoke the given into collapsing 11 
(Alquie 77). Essentially the surrealist upsets the 
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footholds on reality--provokes the distortion of all that 
most people regard as normal, rational, and sensible. The 
surrealist's ability to bewilder sensation is accomplished 
by the method of de-realizing the world. Andre >llnton, 
surrealism's spokesman, advocates this de-realization--
removing authentic reality from the constraints of rational 
knowledge and logic (Alquie 70). This, in turn, stimulates 
a different approach or attitude toward existing reality. 
The perception of reality and life change in response to a 
realization of a different, imaginative, not previously 
expressed or realized world. 
Descartes, long before Breton, reflected this concept: 
After sl~kp has sent my spirit rambling 
among boxwood through gardens and enchanted 
palaces, where I experience all the pleasures 
imagined in fables, insensibly I mix my 
daytime reveries with those of the night, 
and when I perceive that I am awake it is only 
so that my contentment may grow more perfect and 
my senses participate. {Letter to Jean-Louis 
Guez de Balzac, 15 April 1631) 
The essence of surrealism as "absolute reality" (i\lqtiie 27) 
surfaces here with the uniting of the real and the imaginary 
in which the imaginary is always "breaking the fra1newor·k of 
the given" to which "the real itself must be compared" 
(Alquie 124). What an individual discovers through a 
realization of the "other" side of his personality is that 
he comes to understand himself and the world better. He 
discovers additional dimensions to his personality. 
As an outgrowth of the above Descartes quote, Breton 
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defines the surrealist ideology in his Manifeste ~µ 
Surrealisme: 
Pure psychic automatism, by which it is 
intended to express, verbally, in writing, 
or by other means, the real process of thought. 
Thought's dictation, in the absence of all 
control exercised by the reason and outside 
all aesthetic or moral preoccupations. (40) 
Stirrealism rests in the belief in the superior 
reality of certain forms of associ.ation neglected 
heretofore; in the omnipotence of the dream 
and in the disinterested play of thought. 
It tends definitely to do away with all other 
psychological mechanisms and to substitute 
itself for them in the solution of the principal 
problems of life. (40) 
In the process of de-realization, surrealism forms a 
synthesis of the visible world and the imaginary one (Alquie 
27)--a world beyond reality--a surreality. Breton speaks of 
the influences of the "strange forces" such as nmadness, 
dream, the absurd, the incoherent, the hyperbolic, and all 
opposed to the appearance of reality" (MS 23-6) in the de-
realizing ideology of the surrealist. 
Besides the derealizing and bewildering of sensations, 
surrealist philosophy recommends fostering the free will of 
the individual. This idea has its earliest precursors in 
Plato, Descartes, Kant, and Kierkegaard. Their philosophies 
extoll the virtues of the human mind, i·ts superiority over 
pre-conceived systems of experience. These philosophers 
envision "man-as-interrogation" and poetry as man's 
deliverance from technological narrowness (Alquie 122). In 
particular Kierkegaard (1813-1855) recommends that 
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individuals encourage their subjective consciousnesses which 
' 
will allow them to realize that "other" living within it 
(Duplessis 106). He advocates the importance of free will 
by which to make alternative choices within life, 
discounting the tradition of the importance of human ethics 
as a way of life. The surrealists share Kierkegaard's 
existential philosophy of the freedom of the spirit and the 
revolt against the System (Alquie 71). They advocate 
protest and revolution against anything which seeks to 
constrain and limit man, his desires, and love (50) . 
. 
The unleashing of the imagination can be compared to 
the "search for the philosopher's stone" (Alc1uie 106). 11 he 
poet, for Breton, is likened to an alchemist, as one who 
subordinates reality to imagination (Hassan 71-2): The 
philosopher's stone is that which permits man's j_rnagir1ation 
to take flagrant revenge on all things (2nd Manifesto 69). 
Surrealists offer man the "rejection of all transcendence: 
God, society, and its constrair1ts" ( Alqttie 120). 
Surrealist philosophy attacks all rationalism . in 
the world--all that stifles the inner strengths, dreams, and 
desires of man in the name of traditional happiness. 
Surrealism disdains staid thinking, conventionality, 
societal rules and mores in search of a more rnear1ingful 
existence founded upon freedom of the spirit and complete 
abandon of the human personality, a releasing and 
encouraging of expression of the Freudian Id, an appeal to 
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madness, dream, nightmare, a reaction against "le regne de 
la logique" (Breton MS 22): 
The absolute rationalism which is still the 
fashion does not permit consideration of any 
facts but those strictly relevant to our 
experience .... Needless to say that 
even experience has had limits assigned 
to it. It revolves in a cage from which 
it becomes more and more difficult to 
release it. . . . Under colour of 
civilisation, under pretext of progress, 
all that rightly or wrongly may be regarded 
as fantasy or superstition has been banished 
from the mind, all uncustomary searching 
after truth has been proscibed. It is 
only by what must seem sheer luck that 
there has recently been brought to light 
an aspect of mental life--to my belief 
by far the most irnportar1t--with which 
it was supposed that we r10 longer 
had any concern. All credit for these 
d i s c o v e r· i e s mu s t go to F' re u d . . . . 'f he 
imagination is perhaps on the point of 
reclaiming its rights. If the dep-ths 
of our mind harbour strange forces capable 
of increasing those of the surface, or of 
successfully contending with them, then it 
is all in our interest to canalise them, to 
canalise them first in order to submit them 
later, if necessary, to the control of reason. 
(Breton MS 22) 
So the concepts of Freud reflect s11rrealist philosophy 
as well. The ideas behir1d psychoanalysis attempt to reveal 
the driving forces beneath the confining social veneer of 
man (Duplessis 111). Upon realization of the forces in the 
subconscious, Freud, like the surrealists, has man confront 
those fears, evils, and frustrations and deal with them 
the physical world, thus improving on his condition. 
Through the subconscious, then, a person can realize a 
greater reality, a super-reality, a sur-reality. The 
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surrealists and psychoanalysts together seek to integrate 
the irrational with the rational (111). They try to bring 
repressed desires into consciousness, thus unifying the 
personality. In order to explore human perception beyond 
its narrow limits of rationalization, surrealists look t.o 
the unconscious, to madness, and to hallucinatory and comic 
states, and to "second states" or "dream-like" states 
(Alquie 19) which describe, in non-rational language and 
reveal the • unconscious, dream states through a specific 
language called automatism. 
Again, mirroring a philosophy that revels in the 
liberty of the human will, automatic language, reflecLi11g 
that ideology, frees itself also from the constraints of 
syntax and rhetoric. Such writing, which is the flowing of 
free thought from the subconscious, takes on a poetical 
quality as it bridges the world of everyday reality with 
dream. Thus automatic writing can substitu·te as another of 
Freud's method of free association which, in turn, takes the 
place of hypnosis to reveal the subconscious (Alquie 23·). 
This "pure psychic automatism. • • (see earlier definition 
of surrealism) is what links surrealism to gothic works of 
art, says Elizabeth Kerr (11). Such authors as Faulkner, 
she feels, achieve Breton's aim: resolving dream and 
reality--"into a kind of absolute, sur-reality" (11-2). In 
order to experience automatism one has to free the mind from 
any conscious thought and allow the subconscious to express 
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itself, allowing unknown sensations to pervade the mind. 
The thought, then, arising from the mind can be likened to 
"magic dictation" (Duplessis 53). 
Automatic writing allows a completely passive mind to 
be freed from all conscious inhibitions. The writer floods 
the paper with thoughts rising from his primitive state, 
allowing his subconscious free expression. r·t is a flow of' 
thotlght originating from the "buried activities of ·tht~ 
psyche'' (Hassan 70), loosed from premeditated intent in 
search of the freedom of psychological power (Duplessis 50). 
The consideration of surrealism thus far has been 
primarily a matter of theory and ideology. Btit I also 
believe surrealist visual art influenced Faulkner's writing 
style and ideology; therefore, a look at the European 
surrealists of the 20's and 30's . 1s necessary. 
Long before surrealism had its day, many artists 
painted in a way that was surreal. Surrealism in ·the ar'ts 
has existed at all times and in all countries. i\mon,g the 
artists who painted surrealistically long before its heyday 
in the 1920's were Uccello, Bosch, Breughel, Callot, El 
Greco, Goya, Blake and some "primitives" (Gascoyne 104) (see 
fig. 7). rrhat ar·t, on a whole, corrupted "pure for·ms" and 
external reality; the artists derealized their worlds and 
bewildered sensation. Bosch, in particular, parades a host 
of characters derived from the fantastic. Within The Garden 
of Earthlx Qel_j___ghts_ resides the diversi·ty of hun1ani·ty: its 
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wastrels and the unusual triumph of unreason (Alexandrian 
11). Only a few of the most famous artis·ts belonging to the 
modern surreal group are Arp, de Chirico, Dali, Duchamp, 
Ernst, Magritte, Miro, Picasso, Man Ray, and Tanguy 
(Gascoyne 105) (see fig. 8). 
Many surrealist artists not only painted but also 
created collages made of commonplace pieces of reality such 
as cloth, nails, chalk, wood, and cutout paper, and these 
were desi~ned according to another reality--that of the mind 
(Gascoyne 107-8), part of the attempt of these artists to 
bewilder sensation. Surrealist art functioned svrnbolicallv ~ . 
and dealt with the irrational, shocking, fantastic, and 
perverse, based on the idea of shock through paradox 
(Canaday 520). As Gascoyne says of this type of art: "The 
[surrealist] ob.jects typify super-reality as existing ir1 the 
natural world, ob,jectively, as well as subjectively in the 
automatic thought of the unconscious'' (Gascoyne 109). 
More specifically, surrealist art allies itself to \ 
absolute spontaneity and license, thus ignoring all 
conventional, traditional value systems of artistic 
craftsmanship. The surreal artist paints from his 
unconscious (Canaday 522) and rejects the rational and 
intellectual in favor of the "subconscious world of 
. l ft irnpu se. Surreal artists follow, as do the writers of 
automatic writing, the methods of automatic painting in 
which conscious and deliberate creation is abandoned. 
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Surreal artists tried to capture the essence of dreams, 
the art of the insane and of children in an attempt to 
capture the uninhibited segment of the personality. 
dreamer or the insane person, the wildest, most irrational 
action is rational because it evokes past experiences that 
summon it (Canaday 521): 
The basic paradox of surrealist painting is 
that every detail of every explicitly represented 
image is undeniably t_p_e_r~_. It ttndeniat)ly 
exists--yet at the same time it cannot exist 
because it is outside ·the realm of possibility. 
Surrealism takes us into a world where the 
impossible and the undeniable are one and the 
same thing--and naturally it bothers us. It is 
ir1tended to do so. ( 521) 
The philosophy of surrealism . lS internalized by the 
.. 
surreal artists: they frustrate sensation; evoke the free 
spirit of man; regard nightmares, illusions, instability, 
and comedy as revelatory of the unconscious and capable of 
expanding upon reality; and they use the technique of 
automatic writing. 
Max Er n s t ' s pa i n t i r1 g , T ~-Q _C 11 i 1ii ~-en 4J: e tie r_i c_1_ c -~ <i b Y. q, 
N_i_g_ht_in_g_ale (see fig. 9), best illustrates the SLlr·realis-t 
notion of disturbing sensation or de-realizing the world. 
Ernst "transcends the apparent . • . where incongruity is 
surpassed by a higher sense of reality which deserves to be 
called surreality" (Breton MS 22). 
The work is the last of his early collages. The 
painted section is the least notable, giving importance 
first to the three dimensional alarm button, the object of a 
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painted figure who is running, child in arms, across the top 
of a building whose roof is made of actual wood. Also, a 
knife-bearing woman runs toward a real wooden gate. 
Here reality (button, roof, and gate) meets the 
" t t . " represen a ion of reality (the painted areas). 
Essentially this world is shocking because of the contrast 
between the three dimensional accessories and the theme of 
the painted area. The figures are not real, in contrast to 
the real look and touch denoted by the wooder1 elements and 
button. The figures are faceless and done in the same color 
tones; they are disproportionate to the collage elements 
(Matthews Painters 20). 
T "\iQ_ Q h _i_l_ct_r eJ1 up s e t s t he au d i e n c e ' s s en s i b i l i t i e s , 
alters reality by creating a kind of sur-reality, a reality 
bevond which we are familiar. 
' 
a component of a new reality. 
A scrap of reality exists as 
Ernst questions what seems to 
be normal in our world. He paints ''hallticinatory 
impress ions that c.onf l ict with the war ld of appearances" 
( 2 2 ) . Within the collages of Ernst, then, one grasps the 
vist1al incongruitites, the content of paradoxical reality. 
Salvador Dali probably best represents the surrealist 
tenet that urges reaction against rationalism and devotion 
to the free imagination of man. Not only a surreal artist, 
he also fostered a surreal personality and a career that 
snubbed traditionalism and conventional morality. 11 11 is 
fantastic artist from Spain joined the surrealist movement 
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in Paris in 1931, although he already had those tendencies 
as a student at the Madrid School of Fine Arts (Fowlie 112). 
He gladly became part of Breton's group which allowed him to 
officially discredit reality (113). Dali lived the life of 
a surrealist: he nurtured the shock effect, growing a foot-
lon~ moustache, staging his own burial and rebirth from a 
coffin, verbalizing . memories in the womb, and publishjng his 
autobiography which detailed enough psycho-pathological 
deeds to awe even Freud. He also staked a claim to paranoia 
( Canaday 5 2 3 ) • 
This claim to paranc)ia or his term, Qara.noiac-
_c_rt_ticism, defined him as a self-proclaimed rnadman. Within 
this state he interprets pheno1nena according to the hidden 
meanings that arise from temporary states of insanity 
( I?ow lie 113 ) . In his two books, rrt1e Immac __ tilate C~onceQt_ion 
and TJ1e Invisible Woman, his paranoiac-criticism is t,est 
exemplified. Here mental debi.lity, acute cJementia, 
obsessions, hallucinations, and compulsions demonstrate how 
the human mind is capable of being shaped and that . insane 
people are able to revel in their delirium and not be 
totally devoured by it (Duplessis 43-4). Dali's defir1ition 
of paranoiac-criticism is as follows: "a s·pontaneous method 
of irrational knowledge based upon the critical-interpretive 
association of delirious phenomena" (Breton _Stirrealism and 
Essentially he reveals paranoia to be a 
mental state which can interpret from concrete objects a 
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particular subconscious obsession (Gascoyne 101). 
Dali's world is that of the dre~mer and the madman. 
His technique is shock through paradox, and h> uses much 
diseased and grotesque imagery (Canaday 522). His art is 
unsettling, disturbing, Freudian. In Dali's painting, 
Sleep, as in all the surrealists' works, one sees the free 
workings of the imagination avoiding all association with 
rationalism (see fig. 10). 
In Sleep Dali painted the "psychic ar1amorph" 
(Alexandrian 103)--or one of the psychological phantasms. 
Here the subconscious fears and anxieties of the nightmare 
world reside with all the ponderous appr·eher1sion c)t· 
unconscious weaknesses and phobias that plague sleepers. 
Sleep is represented by a flacid replica of a human head 
propped, in its sleepy heaviness, by spindly crutches, 
seemingly too weak to support it. Dali, says Alexandrian, 
"tore off the mask which reason puts on reality" (103) and 
"bel1ind it discovered a soft world which wa.s subsidir1g or· 
decomposing, and which had to be propped'' (104). 
Parallel to the surrealist idea of revolt a~ainst the 
established is the idea of humor which Freud had recognized 
as a trait of insubordination and mockery of social 
tradition (Duplessis 25). Surrealist humor, then, grows out 
of a rejection of social morality. Surrealist shock, • 1n 
fact, can often be humorous. Surrealist humor is black, 
jolting, startling, as represented in ~Jarry's _l]btt R_Q_i in the 
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character of tt1e decadent Pere Ubu. In painting Joan Miro 
is representative of surrealist humor. 
M i r o ' s J)_g_g B_~_ ~-}{ ~-n_g at _the_ Mo q n ( s e e f i g . 11 ) has th i s 
same Jarry-like characteristic of black humor. At first 
glance the observer notes the light-hearted wit and whimsy 
of the painting. Upon a closer, longer look, however, one 
becomes a bit uneasy. A sense of infinite loneliness 
pervades the almost cartoon cut-outs. rf he e f"' f e C t i S a t 
first humorous but then evokes discomfor·t and dis-ease. 
The last tenet of surrealism, au to1na ti srn, 
the art work of many belonging to the group. rr h i S i d e a O f 
creating accordin.e: to tt1e spontaneoLis explosion of "l)tlr·e 
psychic automatism'' is a characteristic of Andre Massor1's 
drawings. These works (see fig. 12) reflect his intense 
. 
1n 
desire to induce a state of enthrallment within the observer 
in order to influence him. His aim, an outcome of 
c1utomatism, is to "reconcile reality with the illogical 
processes which arise in ecstatic states or in dreams with 
the idea of creating a super-reality (Alexandrian 48-9). 
Masson was a most violent painter, and while he worked, 
he would utter wo~ds or sing to provoke the creation of 
images on canvas (66). His subjects were most often about 
the sun and animals and reached mythical levels (67). His 
method of creation was primarily automatic: he would allow 
his pen or brushes to trace images much in the same way the 
automatic writers did. The quality of mythology that 
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Masson's work seems to have arises out of automatism in 
order to deal wi ~h "affective knowledge in wt1ich images 
/// 
; 
charged with emotion come to the fore'' (Leiris and Lintour 
12 4 ) . 
Mas s O n ' s Au t O m'a t i C d r a W __ i n g ' _ill k O f-. 1 9 2 5 g i V e s t he 
impression of the animal world joined with the human. A few 
figures look distinctly animal-like, particularly the bird 
and some heads. On either side of the swirling maelstrom of 
animality, however, are human hands which seem to softly 
enclose the animal cosmology, Yet the hands and the bird do 
not dominate the drawing. All is one contiguous whole. 
Under the form of automatism, the human significance is 
overshadowed by its relationship to the other elements. Man 
becomes a part of nature--one erupts from the other. In 
Masson' s world man and nature "do not simply coexis·t bti·t are 
interdependent" (Matthews Painters 43). 
So, one can see the surrealist philosophy working 
within the surrealist art of the twenties and thirties. The 
paintings, collages, and drawings wrench sensation, loose 
the imagination from conventional restraints, reflect the 
subconscious in delusionary, comic, and dream states, 
creating with a Freudian-related method of psychic-
autornatism. 
A reader may recognize many of these same traits within 
William Faulkner's works. Though I would not designate him 
r 
a surrealist in the purest sense of the term, I believe his 
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writing has many surrealist quali·ties that may have been 
influenced by those artists. Through his shock techniques 
and less-than-conventional approach to his subjects, his 
nightmare and psychotic imagery, his dark comedy, and his 
stream-of-consciousness writing style, Faulkner opens the 
doors to his characters' most buried desires and fears. 
As mentioned earlier, Faulkner was probably exposed to 
surrealist art as well as cubist art during his so~journ . 1 fl 
Paris in 1925. This year the Exposi tior1-i_ L~ PeinttJ:_re 
Surr~alist featured such surrealist painters as Ar·p, Ernst, 
Masson, Miro, and Man Ray. Faulkner also mav have kncJwn of 
~-
of the controversial first American exhibition uf surrealist 
art in Hartford, as well as Salvador Dali's gift of· Th~ 
Persistence q1- Memory to MOMA in 1931 (Bender 5). 
Historians know that Faulkner, in fact, did see two 
,~-
private collections of Matisse and Picasso and other young 
moderns (Blotner 465) (and one should note that while 
Picasso had been labeled a cubist at the time, Andre Breton, 
spokesman for surrealism, claimed Picasso as one of their· 
own). He revered Picasso for exploring unknown paths in his 
art--for making the realm of fantasy tangible. Pic.asso, 
he says, risked failure to favor the shadow exemplified by 
his Man with a Clarinet of 1912. Breton says: 
Painting, literature--what are they to us, 
0 Picasso, you who have carried the spirit, 
no longer of contradiction, but of evasion, 
to its farthest point. From each one of 
your pictures you have let down a rope-ladder, 
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or rather a ladder made of the sheets of 
your bed, and we, and probably you with us, 
desire only to climb up into our sleep and 
down from it again." (Breton S &P 6) 
Since Faulkner, then, had seen Picasso works which 
defied traditional art, which extolled fantasy and the 
impossible, and since Breton regarded him as a forerunner of 
surrealist individualism, then Faulkner may well have 
fashioned his unconventional prose under Picasso's 
surrealist influence. 
The first surreal trait in Faulkner is his ability to 
astonish sensation--to create par·adoxical, shocking imagery 
and sitt1ations. Most notably Faulkner accomplishes his 
shock effect by setting up incongruities such as his rapidly 
shifting points of view, his more or less incoherer1t 
narrators, his disordered time sequences, and contradictory, 
ungrammatical, endless sentences (Rohrberger 142). One of 
these incongrt1ities is particularly evident in ~s_ I _L_a_y 
Dyi.n_g when time appears lir1ear or straightforward but is 
really arrested and twisted back upon itself by flashbacks, 
repetitive overlapping, a displacement of Whitfield's 
section--all of which bewilders orientation and sensation 
( 14 3 ) . 
Two examples of this altering of time is expressly 
stated by Darland later Dewey Dell: 
We go one, with a motion· so soporific, as 
though time and not space were decreasing 
between us and it (Faulkner AILD 95). 
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New Hope three miles. That's what they m~~n 
by the womb of time, the agony and the despair 
of spreadjng bones, the hard girdle in which 
lie the outraged entrails of events (106). 
Also, the novel is full of polarities that are 
eventually reconciled (in a surrealist sense of 
interdependent reconciliation), creating an even more 
inclusive notion of sur-reality. Specifically, Rohrberger 
claims that many narrators and shifting viewpoints resolve 
into a "polyphonic composition" ( 143) and that the r1ovel 
thus combines qualities of linearity and simultaneity. 
Faulkner creates numerous images for the shock effect. 
For example, Addie is referred to as both a horse and a 
fish. Darl says to Jewel: fl·,.{our mother was a horse" 
~ 
(Faulkner AILD 195) and Vardaman says to himself: "Mv mother 
' 
is a fish" (174). In this way Faulkner's imagery clearly 
bewilders normal perception, abandoning it to the abnormal, 
the incongruous, the fantastic. He joins human with 
inorganic material as can be seen in the following examples: 
[description of Jewel] His eyes look like 
pieces of burnt-out cinder fixed in his face. (28) 
... his pale eyes like wood set into his wooden 
face. ( 3 ) 
I , wooden-backed, wooden-faced. (84) 
[description of Addie] Her eyes are like two 
candles when you watch them gutter down 
into the sockets of iron candle-sticks. (7) 
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She looks at us. Only her eyes seem to move. 
It's like they touch us, not with sight or 
sense, but like the stream from a hose touches 
you, the stream at the instant of impact as 
dissociated from the nozzle as though it had 
never been there .... Beneath the quilt 
she is not more than a bundle of rotten 
sticks (39-40) 
... beyond it the red road lies like a spoke 
of which Addie Bundren is the rim. (95) 
[Addie speaking] Why are you Anse. I would 
think about his name until after a while I 
could see the word as a shape, a vessel, 
and I would watch him liquify and flow 
into it like cold molasses flowing out of 
the darkness into the vessel. ( 159) 
In each example people are juxtaposed to non-living 
/ 
/ 
objects--cinder, wood, candles, a hose, rim of a wheel, a 
1 i qll id. The effect is to endow the human with qualities of 
the mineral or vegetable that help define the ultimate 
reality of that person. Those qualities force these people 
beyond the average, normal reality which, in turn, gives 
them the aspect of super-reality. 
Likewise inanimate objects come to life, as in Addie's 
coffin: 
yet they carry it carefully; lifeless, yet move 
with hushed precautionary words to one another 
speaking of it as though, complete, it now 
slumbered lightly alive waiting to come awake. (71) 
The incongruities are numerous, giving one text a shocking, 
paradoxical quality. Of this juxtapositioning of contrary 
entities, Rohrberger says there happens a "sudden 
confrontation" which "forms an entirely new object where the 
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contraries are identified" (145); 
Faulkner's ability to perplex the senses occurs, also, 
in The Sound and the Fury, primarily in the numerous and 
shifting narrators and the upsetting of the time chronology. 
Certainly time and perspective become incongruent within the 
Benjy section, and the book is constantly interrupted by 
flashbacks (Benjy's and Quentin's section) th~t accommodate 
an acute arresting of future time. Here, in the true 
surrealist fashion, Faulkner makes a statement about 
chronological time as a confinement imposed upor1 man by 
himself (Sartre 226). Quentin's breaking his watch and 
Benjy's misunderstanding about time show that it cannot be a 
precise entity. To Faulkner, the present • lS irrational and 
exists without a future. Time is an entity that~ bt1ilds llpon 
itself with each incident in which motion is arrested (227): 
Beneath the sag of the buggy the hooves 
neatly rapid like the motions of a lady 
doing embroidery, diminishing without progress 
like a figure or a treadmill being drawn 
rapidly offstage (Faulkner S & F 142). 
Quentin, also, says, "I am not • 1s, I 1-vas t, because all 
that exists in the present hinges on the past. rrhe effect 
is surreal, says Sartre, because the past is seen in all its 
concreteness while the present is nondescript arid 
ungraspable (228). Time in The Sound and the Fury bewilders 
sensation because, rather than following chronologically, 
the events define time according to impulse and emotion 
( 228), thus delineating the absurdity of chror1ology, of "the 
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round and stupid assertion of the clock'' (S & F 142). 
No doubt exists that the reader's sensibilities are 
shocked at different points throughout Benjy's section, but 
perhaps these are a result of the dim-wittedness of the 
narrator rather than Faulkner's intention to reveal a super 
reality. Ho~ever, examples taken from the other characters 
are convincingly surreal. 
One example in Quentin's section, is the image of 
Christ not being crl1cified, but merel)r being "worn away t)y a 
minl1te c~licking of lit .. tle wheels" (S &. F 87). And nt1mercJtls 
other instances and images, besides time, deter the normal 
perception of the world in the novel. The following qt1otes 
belong to the Quentin section and reflect the subconscious 
concerns-of that character. 
Ever since 
not only a 
Kentuckian 
then I have believed that God is 
gentleman and a sport; he 
too. ( 103) 
. 
lS a 
Thus the image of God subverts the standard beliefs: God 
ranks among the higher class of society, is a team player, 
and is a resident of a prestigious state. 
Many more quotes twist the normal vision of tl1ir1gs: 
... time is your misfortune Father said. A gull 
on an invisible wire attached ·through space 
dragged. You carry the symbol of your fr'ustration 
into eternity. Then the wings are bigger Father 
said only who can play a (119) 
For Faulkner, time resembles a surrealist painting--a 
gull pulled by an unknown force through space as a puppet 
manipulated by strings. Faulkner seems to set up a 
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comparison between the gull and the harp. H " . ,, e uses w 1r1gs 
as the unifying image between the bird and an angel playing 
the instrument. Quentin, implies his father, is not 
destined to enjoy heaven. 
Also an "automatic" thought pattern seems to origir1ate 
from the subconscious, revealing a process of psychic 
association: 
Eating the business of eating inside of you 
space too space and time confused stomach 
saying noon brain saying eat oclock. (120) 
Here eating food becomes a business, an enterprise that 
catalyzes an inward eating away of the self. Once t.he self 
is devoured, a space remains, that space through which the 
gull of time has been dragged, Then abstract thought is 
propel]_ed back into the real world of eating again. W.r1at 
happens here is that digestion and thinking become related 
and concomitant processes: both activities occur visually 
within the body, and both are presented in such a way as to 
upset the normal perception of things. 
In contrast to the image of a person's soul rising 
heavenward, Quentin envisions (in his dream) his dead eyes 
floating, detached from his body, and followed, not far 
behind, by the irons he used to drown himself. 
bizarre and unsettling: 
and maybe when He says Rise the eyes will 
come floating up too, out of the deep quiet 
and the sleep, to look on glory. And after 
a while the flat irons would come floating 
UIJ• (133) 
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Also, Quentin recounts his father's surreal description 
of a woman's reproductive cycle: "periodical filth between 
two moons." rrhe putrefaction of that time of month is 
described so vividly as to shock, and it destroys the 
innocence (honeysuckle) of woman: 
Delicate equilibrium of periodical filth 
between two moons balanced. Moor1s he said 
full and yellow as harvest moons her hips 
thighs. Outside outside of them always but. 
Yellow. Feet soles with walking like .... 
Liquid putrefaction like drowned things 
floating like pale rubber flabbily filled 
getting the odor of honeysuckle all mixed 
up. (147) 
In Light in August the bewildering of sensation 
evident more in the visual, rather than the verbal, 
. 
1S 
incongruities seen in other surrealist works (Bender 4). 
What is responsible for ·the "illum.inating distortion," as 
Albert Guerard refers to it, are the unexpected loops of 
time, the coincidences, and strange juxtapositions. 
Faulkner shapes the subconscious of his characters tl1rot1gh a 
kind of pictorial sensibility (Bender 4-5). 
Again, incongruencies and paradoxes create the altering 
of perception which allows the reader to envision a greater 
reality. In Light in August the uncertainty of time is, 
again, apparent: the present is no clearer than the past. 
The most dramatic moments, too, are held at bay, told 
hesitatingly, or suppressed in some way (6), giving them a 
dream-like quality. To be sure, the past or memory finds 
itself in direct contrast to the main characters. Christmas 
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is beset by psychological and biological prejudice; Lena 
originates from a primordi.al world, and Hightower, from a 
world of romance (6). 
Particular scenes, such as the toothpaste scene, the 
orphanage episode, and the Mottstown one are surreal in 
their irrational slant. Within them Christmas confronts a 
world of grotesques such as Percy Grimm, who becomes a 
reflection of the whole of Jefferson's evil and irrational 
cruelty ( 9 ) . In these scenes one expects, on the surface, a 
reality that abides by the laws of decency, morality, and 
fair play; instead, the forces within them constitute the 
opposite: prejlidice, violence, and ir1justice. Christ.,mas' 
world is a world of moral and psychological conflict. 
Although the number of surreal images are few for such 
a lengthy navel, especially compared to the number in As I_ 
Lay Dying, some do exist in Light i_n August. The examples 
below again contrast the human with the inanimate, giving 
qualities to humanity beyond itself and foreign to our 
sensibilities. 
One example describes McEachern in normal human terms, 
but his face changes into an inanimate object, like 
something resembling a cliff of granite wherein lies a 
cavernous eyesocket. The ~isturbing image vacillates from 
the animate to the inanimate and back to the animate again: 
He looked down at the boy: a nose, a cheek 
jutting, granitelike, bearded to the caverned 
and spectacled eyesocket. (Faulkner LIA 168) 
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Yet another quote illustrates this dimension which 
beyond normal realms of thought: 
He reached the woods and entered, among the 
hard trunks the branchshadowed quiet, 
hardfeeling, hardsmelling, invisible. In 
the notseeing and the hardknowing as though 
in a cave he seemed to see a diminishing row 
of suavely shaped urns in moonlight, blanched. 
And not one was perfect. Each one was cracked 
and from each crack there issued something 
liquid, deathcolored, and foul. (208) 
Joe Christmas flees into an unsympathetic woods. He is 
escaping the horrors of a menstruating woman. In his 
• lS 
delirium he imagines urns of a female perst1asion, sensuously 
shaped. 'f he image of' the moon, again, charac te 1· i ze s t,he 
woman i.n her ripeness. So Faulkner alters the reader's 
image of a fertile woman by comparing her to an urn in the 
moonlight. While the image . 1S ini tia.lly sensual, t11e at1tt1or 
rapidly turns it int.c) something f'oul and st1pporating. 'ft1e 
urns, young women, are cracked, imperfect, and leak gross 
liquids that make Joe ill. 
Faulkner writes more disturbing imagery: 
Her motionless hand looked as big and dead 
and pale as a piece of cooking meat. (237) 
They enter not with diffidence, but as 
something puppetlike about them, as if 
they were operated by clumsy springwork. (406-7) 
Joe's perception of a woman is a mingling of the animate and 
the inanimate: hand and meat. The hand is devoid of any 
characteristics of that human limb; in fact, its importance 
is reduced to that of stewed flesh. The effect is 
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incongruent, bizarre, and shocking. Likewise, in the second 
quote the reader sees the two characters as puppets: people 
reduced to inorganic matter, moving to the beat of an alien 
force. 
The "caverned eyesocket," the liqtiid-leaking t1rns, 
the hand like meat, and the puppet-like quality of a person 
all characterize their antecedants according to essences 
that could only pertain to the subconscious: empty, lonely, 
foul, unemotional. 
Besides certain scenes and images that are surreal, 
Faulkner creates new words, mostly compound nouns whose 
meanings, once they are joined, take on a greater reality 
than would only one of the compound pieces: womansinning 
(141), womangarments (132), womansmelling (133), 
womansuffering (142), wornanfilth (142 & 145), wornanshenegro 
(172), womanevil (425), womanroorn (145), fecundmellow (126), 
Augusttremulous (128), cinderstrewnpacked (131), 
soot bleakene~( 131 ) • 
' 
' The effect of joining two related worlds, in fact, 
extends both of those worlds, creates a larger dimension of 
thought. For example, "womans inning" creates an effect 
related to Original Sin and makes sinning almost an act 
specific to women. Faulkner's compound words, many of which 
join "woman" with words that l1ave negative connotations, 
provide the characteristics of many Faulknerian women: 
persons beset by suffering, representatives of the demon and 
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fertile putrefaction. Here, again, the effect is to give a 
larger panorama of the world, a sur-reality, beyond what is 
considered normal. 
Most significant, for this novel, although examples are 
also found in The Sound and the Fury (see pages in S & F--
88, 194, 199), is the image of lonely corridors and streets. 
Specifically they call to mind the surreal artist, de 
Chirico's, paintings of deserted streets, usua1.ly devoid of 
h tl rn an i t y ex c e p t f o r o n e f i g tl re o r s t at u e ( s e e f i g . 8 ) . 
De Chirico is the "painter of silences" (Alexandrian 58). 
His paintings have a quiet, a calm, about them that precedes 
the disturbing quality to come. A tense quiet exists here 
while one waits for something portentous. 
Stich is the case with Joe Christmas in Light jn Augutl, 
He finds himself apart from humanity, and throughout the 
book he expresses the anxiety of f'orebociing: "S01nethin_g is 
going to happen to II me. Within the corridors of this 
unforgiving world, Lena and Christmas wander as do the 
characters of de Chirico's paintings: 
Behind her the four weeks, the evocation of 
far is a peaceful corridor paved with 
tinflagging and tranquil faith and peopled 
with kind and nameless faces and voices. 
( Fat1lkner LIA 7) 
In the quiet and empty corridor. 
like a shadow. ( 131) 
• . he was 
Her voice was thin, urgent, whispering 
though the corridor was empty about them. (137) 
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It was in the corridor, the empty corridor 
during the quiet hour after dinner. (136) 
Knowing not grieving remembers a thousand 
savage and lonely streets. (242) 
He knew now what it was that seemed to lurk 
clawed and waiting while he crossed the 
empty square. (440) 
These lonely streets and corridors are part oft.he 
setting which is surreal in many ways. Faulkner's corridors 
and streets resemble those of de Chirico's. They are empty, 
quiet, and peopled with nameless faces. Shadows fill 
Faulkner's streets as they do de Chirico's, signifying evils 
lurking within. Though the streets and corridors of Joe's 
world are empty and quiet, a tenseness awaits, a discomfort 
exists here. The quiet portends disquiet, and the peace 
forebodes violence. 
Bender says Faulkner intends his setting to be 
unearthly and for the purpose of Breton's ''objectification 
of delirious associations and interpretations'' (7). The 
setting is fecund and mellow during the Lena scenes but 
turns dusty and alien during the Christmas scenes, while 
Joe's scenery is that of hallucination (Bender 7): 
unfriendly and remote. 
In Sanctuary the reader's perceptive abilities are 
upset time and again--images are strange, grotesque, 
disturbingly surreal. Human qualities contrast to inhuman 
ones, and descriptions confound the reader's expectations of 
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normalcy. 
[Temple's head] . . . turned on to an 
excruciating degree, though no other muscle 
moved, like one of those papier-mache Easter 
toys filled with candy, and became motionless 
in that reverted position. (Faulkner S 73) 
Temple lay . . . her legs straight and 
close and decorous, like an effigy on 
an ancient tomb. (75) 
feeling her insides move in small, trickling 
clots, like loose shot. ( 94) 
her eyes like holes burned with a cigar. (97) 
the old man with the yellow clots for eyes. (107) 
to the woman beside the road it was like a small, 
dead-colored mask drawn past her on a string 
and then away. (108) 
Behind the glasses his eyes looked like 
little bicycle wheels at dizzy speed; a 
metallic hazel. ( 157) 
It was like alive ice and my skin started 
jumping away from it like those little 
f l)ring fish in front of a boat. ( 229) 
she would wake ... to see the single ruby 
eye where Popeye's mouth would be. (236) 
All these examples set up juitapositions which add more to 
the reality of the character than what could have been 
explained or reasoned in any other way. The descriptions 
are singularly mechanical, inhuman, with Temple, • 1n 
particular, appearing as a toy or statue. As an Easter toy 
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filled with candy, she combines the characteristics of the 
holy and the pagan. But as her head reverts upon itself and 
sticks in that position, the image becomes disturbing, 
devoid of any frivolity. Then Temple takes on classical 
proportions in her adornment of a tomb. In her Egyptian 
stance, projected in "bas-relief'" t1pon a sarcophagus, she 
embodies death. Here eyes are described in terms of coal, 
yellow clots, burnt-out holes, and, in other places in the 
novel, like "knobs of soft, black rubber" (4). Body part.s 
lose their relation to anything human and living, and 
instead take on aspects of technology and metal. 
t o t he s e h tl man s F' a l1 l kn e r re 1 e g cl t e s t he q u a l i t i e s c) f t r1 e 
machine which calls to mind any one of Picabia's paintir1gs 
(see fig. 13). rrhe effect is to strip the cl1aracters of 
humanity; they become empty, devoid of feeling, cold, and 
tinsympathetic~. 
At another point Temple also takes on aspects of a 
surrealist collage: 
Above the ranked intent faces white and pallid 
as the floating bellies of dead fish, she 
sat in an attitude at once detached and 
cringing, her gaze fixed on something at the 
back of the room. Her face was quite pale, 
the two spots of rouge like paper discs pasted 
on her cheek bones, her mouth painted into 
a savage and perfect bow, also like something 
both symbolical and cryptic cut carefully 
from purple paper and pasted there. (299) 
This pc1ssage is reminiscent, of' Joan Miro' s D_g_g_ Bar}{ing _g,t:_ 
the Moon (see fig. 11) with its half comic, half serious, 
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pasteboard, cut-out shapes. In fact, the parallel between 
this passage and Mira's picture almost seems too obvious to 
be anything but deliberate on Faulkner's part. 
Finally, Faulkner paints an entirely surreaJ_istic 
scene--that of Red's funeral which takes place in a dice-
room. The atmosphere is one of "macabre paradoxtt (256) 
complete with a bouncer, undesirable characters, booze, and 
dancing. When a fight breaks out at the funeral, the coffin 
is knocked from the crap-table onto the floor and Red's body 
rolls out, exposing a small, blue bullet-hole in his 
forehead. 'fhe scene is probabl_y the most surreal of ar1y 
Faulkner scene, and the reader, confronted by the black 
humor, does not know whether to laugh or be disgusted. 
Faulkner perplexes the sensations agair1 in Ab_salo11Li_ 
Absalom! 
t II • cen er. 
As int.he others the novel has "a basic dotlble 
reality and dream, presence and absence, 
identity and distance intimacy and loneli.ness, 
unity and multiplicity, continuity and 
discontinuity, language and silence, 
mobility and immobility, clarity and obscurity, 
and so on. (Caws 19-20) 
Such incongruencies can be seen in such a character as Rosa 
Coldfield: 
and the rank smell of female old flesh long 
embattled in virginity while the worn haggard 
face watched him above the faint triangle of 
lace at wrists and throat from the too tall 
chair in which she resembled a crucified 
child. (Faulkner Absalorn, Absalorn! 4) 
Here Rosa's appearance takes on the double image of a child 
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and Christ. The effect is disturbing, unsettling, and links 
her to another world outside the standard one of a forgotten 
old woman. 
Once again Faulkner alters our sensibilities by joining 
the non-living with the living: 
with eyes like pieces of coal pressed into 
soft dough. (78) 
Here eyes that are living essences of the present seem like 
coal, impersonal matter formed from geological time, created 
in the great silence of eons underground. Finally the coal-
eyes are pressed into soft dough, a paradox in form and 
rationality: human into non-human, hard i_nto soft, 
permanence into finiteness. 
Also, Ellen mutates into an insect in the following 
quote. In so doing, the human loses strength and power and 
can only react in a feeble gesture. 
associated with the animal world: 
Once again ht1rnanity is 
Ellen was dead two years now--the butterfly, 
the moth caught in a gale and blown against 
a wall and clinging there beating feebly (103) 
In another quote Rosa seems like a vampire, one of the 
living dead, one who survives on the blood of her ancestors. 
The human/vampire amalgam creates a Rosa who is more 
monstrous than her reality: 
it is as though she were living on the actual 
blood itself like a vampire, not with 
insatiability certainly not with voracity, 
but with that serene and idle splendor of 
< flowers arrogating to herself. (105) 
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Again the paradoxes lie between the ht1mar1 and the non-human 
descriptions and all the possibilities the amalgam creates 
that define the characters beyond their immediate reality. 
As they do in Light in Atig11s t, de Chirico's corr· i·do r 
image describes Rosa's isolation in Stitpen's world: 
turned twenty true enough yet still a 
child, still living j_n that womb-like corridor 
where the world came not even a living echo 
but as dead incomprehensible shadow. (202) 
Still other examples shock the reader's sensation: 
[desc~ription of Shreve] ... a baroc1tie 
effigy created out of colored cake dough 
by someone with a faintly nightmarish affinity 
for the perverse (272) 
t hat w he n yo ll h i t t hem l t r1 e N e g roe s ] yo ll w o 1-1 1 d 
just be hitting a child's toy balloon with a 
face painted on it, a face slick and smooth 
and distended and about to burst into laughing. 
(287) 
/ 
Perception . lS shocked at times in Absalornj_ A9salorr1J_ Jtist as 
disturbing, however, is the narration which seems to have a 
" t l" noc urna quality, a dream-like illogicality about it 
(Pitavy 211) where the paradox of time and timelessness 
evident. The characters are ghosts that have no firm 
attachment to reality: 
It (the talking, the telling) seemed (to 
him, to Quentin) to partake of that logic--and 
reason-flouting quality of a dream which the 
sleeper knows must have occurred, stillborn 
and complete, in a second, yet the very quality 
upon which it must depend to move the dreamer 
(verisimilitude) to credulity--horror or pleasure 
or amazement--depends as completely upon a formal 
recognition of and acceptance of elapsed and 
yet-elapsing time as music or a printed tale. 
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(Faulkner AA 23) 
The imagined takes precedence ov·er the acttial, then, just 
one of the double centers that Mary Ann Caws discusses. 
Faulkner fashions his writing after the surrealists who 
purposely bewilder sensation to de-realize the world, to 
~ give a larger, other-worldly dimension to a character or· 
scene. Besides his ability to shock his readers, he also 
supports,in part, the surreaJ_ist notion recommending the 
total expression of individual free will and the attack on 
restraining conventions. 
With regard -to this idec1, s1.1rrealism is c1r1 "alternate 
(I 
life of art" movement, says Spender, which t.,hrotigh its art 
tries to revitalize a person's inner life ' 111 an 
industri_aJ_ized society (24). S tl c h may tJ e f-, a ti l k r1 e r ' s i n t en t 
when he writes--to allow the reader to appreciate ·the 
freedom of the human spirit that needs release from tt1e 
pre,judices and controlling forces of Southern society ar1d 
all restriction. 
Faulkner's Southern society has created tensions within 
his characters, so that in response to them, the characters 
form their own, individt1al, "inflexible patt~ern of 
behavior," a rigid personal code that will offer them 
security (Madden 73). But these characters eventually fail 
in life because they cannot find fulfillment in their self-
imposed rigidity. Faulkner would rather have man less 
influenced by his society and more self-realizing, 
' 
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disregarding the societal restraints, lending himself n1ore 
to "the full development of desire outside the restrictions 
imposed by social and moral conventions'' (Matthews 
Stir real i srn 2 7 ) • 
Ip effect, as the cover of La Revolution Surrealiste ,, 
says: "We must formulate a new declaration of the rights of 
man," so does B,aulkner maintain the integrity of' the 
individual's free spirit. Faulkner's characters fail, . in 
this regard, because they neither have insight nor the will-
power to free themselves of their self-imposed imprisonment 
(Madden 74). For exarnple, Addie Bundren in A~ _J_ Lay Dying 
imposes a sterile life upon herself and her family when she 
learns from her father that "life is terrible." Her stoic~ 
design thwarts her involvement with life, at once comforting 
btit ultimately detrimental. 
Other characters embody this self-imposed alienation. 
In Light _in August, the Reverend Hightower buries himself' 
within the history of his grandfather because of his 
ineffectual parents. In Sanctuary Popeye covers tip his 
insecurity through physical violence. In AbsalornL Absalom! 
Sutpen, having been turned away from the plantation owner's 
mansion, sets himself on an unyielding, destructive path. 
So, too, Quent in, J asor1, and Mrs. Comps on in rrhe S0lJ11g and 
the Fury devote themselves to a rigid formulation of life in 
an attempt to ease their existential anxieties (Madden 74). 
While I believe Faulkner values the pursuit of 
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individual freedom, I do not believe he shares the 
surrealists' extreme viewpoint. Faulkner recommends the 
integrity of the individual will alongside, but not 
secondary to, the community's identity. One character, Ike 
Mccaslin in The Bear, is Faulkner's mouthpiece for this 
philosophy. In his martyrdom, his opposition to racism and 
miscegenatlon, Ike is portrayed as a wastrel and a fool • 1n 
contrast to his cousin who also disapproves the scandals but 
who accepts his inheritance. Certainly Joe Christmas is 
portrayed sympathetically in his search for an individual 
identity, yet the reader is not satisfied with his re,jection 
of womer1, whites and blacks, and life. Even Sl1tpen, thotigh 
initially an admirable character, fails because of his 
extreme, rigorous application of' his desires: ntr1e Sctme 
singleminded t1nflagging effort and utter disregard of how 
r1is actions which the town could see n1ust appear ·to it." 
(Faulkner AA 87) At the same time Faulkner comments on the 
rutr1J_essness ot· St1tpen' s actior1s and the restraining code of' 
societv: 
• 
the Sutpen with the ruthless Sutpen code 
of taking what it wanted provided it were 
strong enough, of the two children as Henry 
was the Coldfield with the Coldfield cluttering 
of morality and rules of right and wrong. (149) 
If the surreaJ_ists recommend the complete abandonment 
of rules and restrictions imposed upon man, even going so 
far as to open fire upon an innocent crowd (Hassan 73), 
Faulkner, while recommending individuality, would not 
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condone such an action. His path seems, on this point, to 
lie in the middle: one must come to terms with hin1sel.f, his 
past, and those living alongside him in the present in order 
to realize his greatest self. 
Probably the next most important tenet of the 
surrealists is the importance of man's subconscious. As 
Dali had indicated via his paranoiac-critical methodology, 
man must come to grips with his subconscious yearnings by 
first analyzing his moments of dream, illusion, 
hallucination, and insanity. The subconscious, the 
surrealists consider, gj_ves man another realm from which ·to 
define himself and understand himself, most notably that of 
the Freudian psychoanalytical model. 
Joining with the philosophy of the freeing of the 
individual spirit, the surrealist, says Waldberg, recommends 
" d surren er to the dark forces of the unconscious and 
recourse to the marvelous in order to oppose the logic and 
restraints of all that is considered reasonable'' (Kerr 12). 
For these philosophers and artists and for Faulkner, the 
"dark forces" ( violence, sexual incident.s, hallucinations, 
and madness) stiggest~ a life of 11 experienc~ed sensation" 
which "art.-sensation become·s t.he eqt1ivalent of life-
sensatior1" (Spender 241). 
. 
1n 
Critics have much to say on Faulkner's dedication to 
the • unconsc lOllS. Campbell categorizes Faulkner within the 
school of psychological noveJ.ists who is mainly concerned 
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with the primacy of will and the unconscious in man's 
behavior (Dream 42). 
Faulkner's psychology 
He says: "a great portion of' 
• lS to be apprehend~d under the 
surrealist, dream mode" (44). Rohrberger says that if 
'' 
Faulkner cannot be resolved in rational terms, he certainly 
can be in surrealist [subconscious] terms (142). 
Specific instances of dream and nightmare imagery, 
of illusions and hallucinatory madness, and of Faulkner's 
form of automatism, which literary artists call stream-of-
consciousness, import the realm of the subconscious within 
Faulkner's works. In turn the revelation of the 
subconscious is delineated in Faulkner's black humor which 
also adds a greater rec1lity--a, Sl.lrreality--to the 
characters. 
Since the surrealist philosophy is grounded in the 
subconscious (Hassan 71), we must study the dream which 
reveals that subconscious. Jean-Jacques Mayoux perceives a 
Faulkner novel as one that seems "dreamt" instead of ''lived'' 
(Three Decades 163). Warren Beck says Faulkner has that 
"logic and reason flouting quality of a dream'' (Novel.s 50) 
and Olga Vickery recognizes their hallucinatory effect and 
"the poetic rhythms of the unconsciolis" ( 197). 
Dreams are realized, primarily, through the stream-of-
consciousness style in The Sound and the Fury. In Benjy's 
section and Quentin's section, the reverie of a suicidal 
teenager are done in this style. Quentin's section becomes 
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"a free flow of consciousness" (Beck Style 155), which, says 
Frederick J. Hoffman, is a fluid arrangement of phrases and 
a suspension of space-time that sometimes results in the 
"eccentricity" and "unintelligibility" that readers find • in 
modern novels (131). 
Because stream-of-consciousness disregards the normal 
rules of communication, it is linked· with the .. intense 
individualizing forces of the surrealists: 11 St1rrealism is 
its t·oster-child" ( 132). The stream-of-consciousness 
technique attempts to get at the unconscious without regard 
for standard rules, by a form of automatism that will 
eventually integrate dream and reality. Within the stream 
of thought the surrealists and Faulkner, by extension, tap, 
exists the "riot of imagery and t1nsyntact.ic proftisio11" that 
characterizes the dream (133). 
In The Sound an.d the F'tirv t.he Ql1entin section flows in 
its stream-of-consciousness style among Quentin's conscio11s, 
preconscious, and unconsc iotis. In response to the present 
reality, images from the past and Quentin's st1bconscious 
appear in counterpoint (Campbell Dream 52), as if in a dream 
world: 
If it had been cloudy I could have looked 
at the window, thinking what he said about 
idle habits. Thinking it wotild be nice for 
them down at New London if the weather held 
up like this. Why shouldn't it? The month 
of brides, the voice that breathed She ran 
right out of the mirror, out of the ~anked 
scent. Roses. Roses. Mr and Mrs Jason 
Richmond Compson announce the marriage of. 
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Roses. Not virgins like dogwood, milkweed. 
I said I have committed incest, Father I 
said. (Faulkner S & F 87-8) 
The italics represent Quentin's memories of the past, . l Tl 
this case Caddy's wedding, which have been called tip to his 
consciousness by the present condition of the weather, which 
further calls up the month of June, the month of brides, 
which sparks the uncomfortable memory. 
The dream, as a literary device, acquires symbolic 
significance and further adopts psychic significance 
(Campbell Dream 53). Another example is Quentin's dream of 
incest which will send him and Caddy to hell where they will 
expiate their sins away from others within an eternal flame: 
the dream reveals his subconscious love for his sister, his 
love of her sexual purity, and his love for death. This 
love of death is a subconscious trait found in other later 
Faulknerian characters: Popeye, Charles Bon, and Joe 
Christmas (Campbell Dream 51). 
Another passage in which the stream-of-consciousness 
reveals the subconscious state of Quentin is successful 
because of the multiple images within it: 
"No," Shreve said. running the beast with 
two, backs and she blurred _in _-the winking oars 
running the swine 9f Euboeleus running c°-u_QJ_ed 
within how many Caddy. (Faulkner S ~ F 170) 
Within these five images is a Shakespearean reference to 
sexual intercourse that refers to Caddy's and Dalton's 
affair, the rowing image referring to Caddy and Bland, the 
mythological image linking all three characters to the 
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underworld, culminating in a "menage-a-trois" kind of 
sexual extravaganza. In this dream-like imagery the reader 
comes to understand the problems raging within Quentj_n's 
subconscious: his hurt love for his sister and her naked 
sexuality (Campbell Dream 58). 
Another dream which verges on the • unconscious but is 
actually of the preconscious, is the one precipitated by 
Quentin's trip to the bathroom, reminiscent of his 
cr1i ldhood: 
The corridor was still empty of all the feet 
in sad generat.ions seeking water. , _y_et __ the 
_eyes unseeirig clenched like teeth not _disbelievin_g 
tjoubting ~ven the absence of pain shin ankle knee 
_t h e _l o n g i n v i s i b l e _f l ow i n g o f t he _s t a i r - r a i l i 1-i_g_ 
where a misstep in the ~arkness filled with 
sleeping Mother Father Caddy Jason Mal1r_y door 
I am not afraid only Mother Father Caddv Jason 
Maury gettin_g so far ahead _§Jeeping l will §_J_eep 
fast when I door Door door. (Faulkner S & F 198) 
Quentin regresses into his childhood in this dream. Here, 
because the scene is at the end of his section and close to 
his suicide, sleep is also comparable to death. Just as an~v ~ 
child would comfort himself by picturing his parents asleep 
while he struggles toward the bathroom, Quentin, in his 
dream, remembers his family, and the door beyond which death 
waits (Campbell Dream 58-9) 
Similarly in Sanctuary, Temple, dreading rape, 
in fact, fantasizes in a dream: her subconscious rejects her 
vulnerability as a female and imagines her change into a 
boy. The fantasy progresses into her believing she is dead 
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and encoffi.ned; then she is a stern, middle-aged 
schoolteacher talking to a Negro boy; then she is a white-
bearded old man until she changes into a man and falls 
asleep (61). 
The dream • lS a kind of wish-fulfillment . Because she 
cannot face being raped she dreams up conditions more 
bearable--a means of survival (62). According to Freudian 
__/ theory, human behavior is reducible to reaction to the 
s t i rn t1 l i o t· t he l i b i d o o r s ex 11 a 1 e n e r g J7 • A 11 me n are 
perverts to varying degrees and in that communal abnormality 
actually considered rather normal (44). rremple's desires 
are normal, considering the natural tendencies that lie 
within her subconscious. 
Like the surrealists Faulkner turned to Freud in 
developing his characters. Many exhibit abnormal sexual 
characteristics: Popeye, Temple Drake, Horace Benbow, 
Quentin, Jason, Rosa Coldfield, Henry Sutpen, Joanna Burden. 
These characters seem to live in a world controlled by their 
"ids" (45). In fact, sexual aberration among Faulkner's 
characters seems to signify evil modernism (45-8). 
method of defining characters, however, would be 
antithetical to the surrealist philosophy. Stirreal is ts 
would not personify evil within those people who are 
sexually abnormal. Surrealists applaud the human will, 
individuality, anything that is anti-"norrnal." More 
probably they would revel in the disproportion: sexual 
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perverts would probably be the heroes of the surrealist 
novel. 
Nevertheless dreams and the subconscious abound in 
Light in August. Hightower is buried beneath his dreams of 
his heroic grandfather while Lena Grove exists in the dream 
of marrying her child's father. Also, Mr. McEachern reveals 
his religious fury as he attacks Joe ''in the furious and 
dreamlike exaltation of a martyr who has already been 
absolved'' ( J?a11lkner LIA 2 2 5) . 
The main character, Joe Christmas, contemplates his 
past in a dreamlike reverie: 
It seemed to him that he could see himself 
being hunted by white men at last into the 
black abyss which had been waiting, trying, 
for thirty years to drown him and into which 
now and at last he had actually entered, bearing 
now upon his ankles the definite and ineradicable 
gauge of its upward moving. (Faulkner LIA 364) 
But that Joe Christmas' greatest dream is for death is 
proven by the loaded pistol which his white blood would not 
allow him to fire, not even in self-defense. 
surrender to death brin~s him comfort: 
His complE~te 
For a long moment he looked up at them with 
peaceful and unfathomable and unbearable eyes. 
Then his face, body, all, seemed to collapse, 
to fall in upon itself, and from out the slashed 
garments abot1t his hips and loins the pent 
black blood seemed to rush like a released 
breath. (513) 
The subconscious is revealed, too, in Light _in At1gust 
in the clairvoyant activities that occur within the novel. 
As a child Joe is drawn, almost instinctively, to the 
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toothpaste in the dietician's closet. The old .janitor 
"senses" the dietician's concerns and allies himself with 
her in trying to expel Joe from the orphanage. In turn, J·oe 
survives in the orphanage because of his "child's 
clairvoyance" (Fatilkner 154). Too, Percy Grimm is moved to 
action by a kind of blind obedience to the community's 
prejudices (Bender 8-10). 
Absalom~ Absalom! is a dream novel, says Francois 
Pitavy (200), because of its numerous narratives whose tale 
of the Sutpen story are more dreamed than real. Nothir1g . 1r1 
the tales can be proven as truth, for all i·s based on 
rumors, biased or misinterpreted stories by the narrators: a 
plantatj_on in ruin, a letter withol1t a date or signatu1~e, 
and undecipherable tombstones (201). 'fherefore, considering 
• the bases for the narrations, all in Absalom, Absalom! 1S a 
dream that reveals the tensions, not only of the imagined 
Sutpens but, more import~ntly, the subconscious fears and 
desires of the narrators, particularly Rosa Coldfield and 
Quer1t in C~ompson. 
Rosa Coldfield is nearly paralyzed with hatred in her 
rendition of the Sutpen story. The memories of Sutpen's 
,· 
outrage have put her in a death-like trance whose narration 
calls up only ghosts or shadows (Pitavy 211). Her desire 
for the devil-demon Sutpen is a result of her repressing her 
childhood terrors of' the man ( 222): "the ogre-face of her 
childhood would apparently vanish so completely that she 
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would agree to marry· the late owner of it" ( r.,al1lkner AA 79). 
Her vision of Sutpen combines madness--another manifestation 
of the subconscious--with divinity: 
I was who did believe there _was that sparlL__ 
that crumb in madness which is divine. 
-----( Faulkner AA 208) 
white glare pf h~s madness. (207) 
as if he had reached for the moment some 
~- ---- --- ---· ----- -- ------
_interva_l_ q_f_ Sc!_ni ty- Q_llch as tl1e mad know 1-
just as th~ sap~ ha\re_ inte~val~ _g__f madr1_~~-~ 
to ke~ the~ aware that they ar~ _seine. ( 206) 
a madman who creates within his 
- - -------
walls his fabl1lous immeasurable 
Carcassonnes. (199) 
ver_y _coffir1 
CarnE~lots and 
- --
Faulkner is supporting, here, particularly in the last 
quote, man's position as a poet, proprietor of the 
imaginatior1, c~razed and romantic--a Sl1rre11.1ist tenet, to be 
sure. Thomas Sutpen is driven by a design to succeed 1n 
"the dream of grim and castlelike ma.gnificence at which [he] 
obviously aimed" F.,aulkner AA 43). 
Opposite Sutpen, Rosa Coldfield, having been denied a 
meaningful childhood, bt1ries herself~ in dreams: "tt1e young 
girl dreaming, not living, in her complete detachmer1t a11d 
imperviousness to actuality almost J_ike physical deaf"ness" 
( F, a tl J kn e r 8 4 ) . She resorted .to "projecting t1pon Jt1di th all 
the abortive dreams and delusions of her own doomed and 
frustrated youth" (85). The reader meets in Rosa a 
repressed, frustrated woman whoe ernotj_onal growth seems to 
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have been arrested at an early stage, only to have been 
projected onto her cousin. In fact, perhaps a reader can 
envision Rosa as a ghost herself, a mere shadow of a self 
that had never realized its full potential as a real human 
being. 
Another ghost of Rosa's is that of the slain Charles 
Bon for whose love Rosa lives vicariot1sly througl1 Judith. 
Here the reader learns of Rosa's frt1strated desires (Pitavy 
218) that lie within her subconscious: 
Oh noJ_ l was not_ spying while I __ drearneci iQ 
the lurking harbora~ of mx _QWI} shrub o:( vir1~ 
~§ I _ _b_e_l_.t_-~yeq sh~ d reameq_ 1!.l?Q_n th~ nooky sec1:_t 
whi_c~.r! held _j_r1vi_sible imprint of' his absent 
_th i g h s j_~!_ s _:_t a s the o _bl i t e r· at i n g s and _. ___!_ _!_ 
he_lg _§_om_~wh_e_r_e yet b_~ ~ _f C)O L_ his -passing shaJJ~ _ _,_
his face~_ his speaking voice, his r1a.me: C~harles 
Bon Charles Good Charles Husband-soon-to-be __ _J --------------- __________ _j_ ------- - ---- -----------
-----------( 184 ) 
Likewise, Qtien tin's tale is provoked by the letter 
which worries him: 
He sat quite still, ... his hands lying 
on . . . t,he book on which the letter rested: 
... lying at such an angle that he could 
not possibly have read it, deciphered it, even 
without this added dj_stortion. Yet he seemed 
to be looking at it, or as near as Shreve 
could tell, he was, his face lowered a little, 
brooding, almost sullen. (Faulkner AA 271-2) 
Like Rosa, Quentin comes to grips with his subconscious 
desires to protect his sister Caddy from other men and to 
. . save her for himself. He comes to regard Henry as cl vision 
of himself and tells Shreve an i_magined conversation between 
Henry and Judith in which Henry says he has killed Jt1dith's 
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lover to prevent the marriage. 
In As I Lay 12.Ying the subconsciot1s is mar1if-.ested 
through dream imagery and throt1gh periods of insanity. 
Jewel, while his mother is dying, envisions the two of them 
on a high hill, wi·th him rolling rocks down at people who 
will not let his mother die in peace and dignity. 
pregnant Dewey Dell dreams too: 
When I used to sleep with Vardaman J_ had 
a nightmc1r·e onc:e I tr1oti,gl1t I was awake but. 
I couldn't see and couldn't feel l couldn't 
f e e l t r1 e bed tl n de r me and I c~ o t1 l cl r1 , t 1~ r1 i r1 k 
what I was I coul.dn't think of my name I 
cou.ldn' t even think I a1n a girl. . . . 
(Faulkner AILD 107) 
And the 
Dewey Dell strt~ggles f'or identi t.,y·. Her subconscious reveals 
her lack of self-realization: she has no feeling of 
"b . " e1ngness. 
The most pervasive manifestation of the subconscious, 
however, is insanity, most notably the insanity of Darl. 
C r i t i c: s v i e w Dar l cl s 11 o s s e s s .i r1 g 11 the cc) n c. e 1) t, o f' po e t i c~ 
d " ma ness (Rohrberger 144). Rather than this idea, though, 
his poetic language reveals the workings within his 
subconscious: 
We go on, with a motion so soporific, so 
dreamlike as to be uninferant of progress, 
as though time and not space were decreasing 
between us and it. (Faulkner AILD 95) 
as though we had reached the place where 
the motion of the wasted world accelerates 
just bet·ore tr1e f~ir1al precipice. (132) 
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How do our lives ravel out into the no-wind, 
no-sound, the weary gestures wearily 
recapitulant: echoes of old compulsions with 
no-hand on no-strings. (191) 
Darl's comments belong to another world, a world much darker 
and troubled than the real one. He has an eye able to see 
the other side of reality. Together both he, the insane 
brother, and Vardaman, the youngest one and one temporarily 
c on f u s e d by h i s mo the r ' s d e at r1 , w o r r· y a b o t1 t~ i d e r1 t i t y and 
what is real and not real and what causes what effect. 
characters function as the st1bconsciot.1s side of life 
(Rohrberger ]_44). 
B0tr1 
Again the idea of clairvoyance or extrasensory 
perceptior1 is ap·parent,--this time in tr1e character~ of DctrJ. 
Because he "senses" Dewey 1 s pregnanc.y and Jewel, s 
illigitimacy, the reader comes to penetrate the dark places 
of Darl's mind while at the same time seeing into the fears 
and frustrations of Dewey and Jewel ( 144): "Your mot.her was 
a horse, bt1t who was yot1r father, Jewel?" (Fatilkner AILD 
195 ) . Once agai_n a description of a character reminds or1e 
of a Miro painting: "In the tc:tll moonlight his ey·es look 
like spots of white paper pasted on a high srnal_l football" 
( 
(195). 
The final manifestation of the subconscious lies in the 
language and in the flow of free thought found within the 
stream-of-consciousness style. One may choose to relate 
this to the automatism of the surrealists that allowed 
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images from the subconscious to pour out, without regard for 
\ 
syntactical rules or the traditional modes of communication, 
both on paper and on canvas. Automatism for the surrealists 
and stream-of-consciousness for Faulkner is the method of 
substitution of Freudian psychoanalytic hypnosis. 
The surrealists thought of outlandish and illogical 
language as central to the expression of reality (Hoffman 
13 5 ) . As already noted, Faulkner creates word-amalgams 
( f'ecur1d-rnellow, womansmelling) that blur linguistic 
formulat~ion and, ir1stead, call tlp the la.ngtiage of the 
imaginat,ion or st1bconsciot1s ( Bender 6); he also joins worcls 
non-syntactically, leaving gaps, as in this sentence f'rom 
Light in Atigust: "Memory believe before learning remernbers. 
Believes longer than recollects, longer than knowing ever 
wonders" ( F1aulkner LIA 131 ) . 
Faulkner, as do the surrealits, leaves ot1t the 
transj_tions and other rules of communication in order to 
gain direct access to the unconscious. Faulkner does as the 
surrealists do--he integrates dream with reality (Hoffman 
13 2 ) . One passage describing Rosa Coldfield from Absalom_,_ 
A·bsalom! shows how the stream-of-consciousness reflects the 
subconscious: 
( ... who would not grow from one metamorphosis--
dissolution or adultery--to the next carrying 
along with her all the old accumulated rubbish-years 
which we call memory, the recognisable l, 
but changing from phase to phase as the butterfly 
changes once the cocoon is cleared, carrying nothing 
of what was into what is, leaving nothing of what 
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is behind but el.iding complete and intact and 
t1nresisting into the next avatar as the overblow 
rose or magnolia el.ides from one rich June to 
the next, leaving no bones, no substance, no dust 
of whatever dead pristine soulless rich st1rrender 
anywhere between sun and earth) but prod11ceci 
complete and subject to no microbe in that 
cloyed and scented maze of shuttered silk as 
if he were the delicate and perverse spirit-symbol, 
immortal page of the ancient immortal 
Lilith, . , , (Faulkner 245-6) 
Finally Faulkner employs, as the st1rreali_sts do, 
"l'humour noir"--that "irrat.,ional laughter in react~ion to 
the vic)ler1t incongrt1ities of tinc:onsc~iotis reality,, (Hc)f'fman 
13 6 ) . Comedy in Faulkner resembles a surrealist grimace 
(Bender 8). Beneath the humorot1s incongruities lies the 
gloomy, ill-tempered, peevish laughter of the subconscio11s. 
rrhis s11r·realist grimac.e is evident in tl1e orphar1age episode 
in Light in August. f~rom t.,he dietician's conditioning 
efforts with the toothpaste, the reader giggles tensely at 
Joe's ensuing disgust with food associated with females. 
Likewise he refuses offers of women's kindness and pulls off 
buttons sewn onto his underwear. Hi.s sickness when involved 
with women is simultaneously comic and disgusting. At 
another point after Joanna Burden's death, Joe unknowingly 
threatens a young couple with a gun--the scene is comical 
and tense. The final scene in which Bunch, Lena, and the 
baby seem like the holy family is funny, yet in a disturbing 
way, 
Humor is even more abstird in As I 49-_y .I2.Y.i_ng: Cash 
builds his mother's coffin right beneath his mother's 
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bedroom window; Vardaman bores holes in the coffin so his 
mother's corpse can breathe, a weak Anse stages the journey; 
Cash lies on the coffin and has his leg set in a cement 
cast; and the story ends with Anse's new set of teeth and a 
new wife. 11his kind of humor, while it evokes laughter, • lS 
paradoxical because it invites anxiety. In this way the 
novel is making no statement--negative or positive 
(Rohrberger 147). It bewilders the sensations but also 
reveals the tendencies of the subconscious. Through the 
s u b t l e t y o f t 11 e c om e d y t he s t1 b c o r1 s c. i o ll s re v e a l s i -t s 
dominating "id" characteristics which pl.ace greed and desire 
over compassion and pragmatism. 
Much humor in The Hamlet is of the black kind. One 
should remember that • since surrealist philosophy condems the 
sacred, the established, the conventional, tl1en a 
requirement for surrealist humor is the need to make the 
reverential st1bject the butt of a joke. S ll (: h Et s c. e r1 e i s 
that of the idiot boy, Ike and his lover/cow (Campbell 98). 
The h11rnor inherent in the idea of a human copulating with a 
cow is shocking; normal human-human romance is twi_sted into 
an abnormal bonding between man and animal. 
and perversity exist here (Campbell 109). 
Cat1stic~ ironv 
~· 
Yet the humor may 
still be a reve1.ation ot· the unconscio11s: a desire t·or a 
pure form of love, an animalistic urge to link man's self 
with the gentler beasts, a desire to return to a primordial, 
pre-civilized state in association with animals. 
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Finally surrealist humor tends to be scatalogical, 
evident in so much of the surreal art. An examJ)le of' httmor 
of the g·ross sort in 'I1he Hamlet is the incider1t in which the 
cow expells her fear-constricted bowels upon her lover, Ike. 
In conclusion William Faulkner appears to have been 
exposed to the surrealist arts of his time enough to have 
incorporated their ideas and 1)hilosopl-1y into his writ~in.~. 
Like the artists he deliberately shocks, frustrates 
sensation, in order to de-realize the world, to give an 
expanded dimension to hi.s characters and scenes. 
st1rrealist artists he advocc:ttes tr1e freedom of· t}-1e 
Like tl1e 
individual_ spirit, resisting society. He a l s o exp 1 o r· r~ s t~ 11 e 
importance of the subcor1sciot1s throt1gh dream imager·y, 
hallucinatory states, stream-of-consciousness style, and 
dark . . . c.om1c v1s1on. 
The pictorial/visionary Faulkner . 18, 
of his artistic and literary background. 
at once, a blend 
His early grapl1ic 
experience indelibly marks him a romantic while his exposure 
to modern art provokes a response in his writing which is 
stylistically cubi_st and ideologically surrealist. Fal1l kr1er 
is, indeed, a modern literary artist in the truest sense of 
th d " d " e wor mo ern. 
10 ~) 
'· 
,' 
List of Figures 
~--------------- - ----------- .. --------- ----·- -----------
0 
..----~-----' 
'-----" \--.... --~------------ -
----===-__,_ __ ___ 
' I 
. 
Fig . 1 . 
Marcus Behmer, drawing from Oscar Wilde's saio:m~, 1903. 
Rpt. in Schmutzler, Robert, Art_ N __ ouv_~au. New York: Harry N. 
Abrams, Inc., 1977. 
11 () 
•J 
F'ig. 2. 
Aubrey Beardsley: John and Salome, from Salome, 1893. Rpt. 
in Hennighausen, Lothar. William Fatilkner: The_ Art of 
Styl_ization in hi_s _Early Graphics and Literary Work, New 
York: Cambridge University Press, 1987. 
111 
• 
I 
I ,, 
Fig. 3. 
--------------·--·-
Rerro+ 
Ma.r1ettQ 
Oh a.de. at R rn-ol 
A @ne. r Fi 9utt 
A L,!uc fi9ute 
6p1r1f o/ AufuMti 
\ 
. I 
i : 
I I 
I 
I I . 
/ 1 
I I I 
/ , I 
.·_J 
Williarr1 F'aulkn.er: Dramatt_s P~rsor1~1ae, from The ~1a_:rion_e __ t~t~§, 
1920. Rpt. in Honnighatisen, Lothar. Wi_ll iarn F,atilkner :_ Tl}_e 
Art pf Stylization _in hi§. Early Graphic~ and _Literary Work. 
New York: Cambridge University Press, 1987. 
112 
-?tr 
Fig . 4 . 
William Faulkner, drawing from Ole Miss, 25, 1920-1 (Red and 
Blue III). Rp\. in Hennighausen, Lothar. William Faulkner: 
The Art of Stylization in his Earl_y Graphics and Li t_era:r:_y 
Work. New York: Cambridge University Press, 1987. 
113 
- - ---- -----, 
,,, .. , 
> 
' • , 
· I 
• ,,A ,,- . ,_.-~ \ 
( 'A I ~ 
, "''# \ .. _, 
' ; ' 
I \ '\. ' f •' 
Fig. 5 . 
William Faulkner, drawing from Ole Miss, 22, 1917-18 (Soc i al 
Activities I). Rpt. in Hennighausen, Lothar. William 
Faulkner: The Art of Stylization in his Early Graphics and 
Literary Work. New York: Cambridge University Press, 1987. 
114 
' 
Fig. 6. 
William Faulkner. The Vision . in the Chapei_ f' rom Mayda_y, 
1926. Rpt. in Honnighausen, Lothar. William Faulkner: The 
Art of St y_l __ i z at i _Qil • in his Ear l .Y Gr~aphic s and_ .;Li terar_y Work. 
New York: Cambridge University Press, 1987. 
115 
I' 
,I 
,. --4 . 
Fig . 7 . 
\ '. \ 
i 
,, 
. '· ':J 
·'' 
.•, . 
Pablo Picasso. Les Dernoiselles d_' Avig_p.o_n, 190 7. M11set1rn of 
Modern Art, New York. Rpt. in Canaday, John. Mainstreams of 
Modern Art. New York: Holt, Rinehart, and Winston, 1959: 
456. 
116 
Fig. 8. 
Pablo Picasso. Girl Before c! Mir_ror, 1932. Mtiseum of Modern 
Art, New York. Rpt. in Canaday, John, Mainstreams o( Modern 
Art. New York: Holt, and Winston, 1959: 483. 
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Fig. 9. 
Hieronymus Bosch. ~rhe _G~rden _Q_f _ _Earthly Deli_g_hts_, c . 150(). 
Rpt. in Alexandrian, Sarane. _SJJ_r _r~-~ _l 1=_st_ Art. New 'York: 
Praeger Publishers, 1970: 11. 
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Fig. 10. 
Giorgio de Chirico. Melanc_hol_y and Myster_y of~ a Street, 
1914. Collection of Mr. and Mrs. Stanley Resor, New Canaan, 
Conn. Rpt. in Canaday, John. Mainst_reams q_f_ Modern Art. New 
York: Holt, Rinehart and Winston, 1959: 528. 
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Fig. 11. 
.. 
Max Ernst. Two c;hildren are Threatened a Nigl.1tivgal~, 
1924. Rpt. • in Alexandrian, Sarane. Surrealist Art. New York: 
Praeger Publishers 1970: 62. 
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Salvador Dali. Slee2, 1937. Rpt. in Alexandrian, Sarane. 
Surrealist Art. New York: Praeger Publishers, 1970: 103. 
121 
-Fig. 13. 
Joan Miro. Dg_g Barking at the Moon, 1926. Philadelphia 
Museum of Art, Galla.tin Collection. Rpt. in Canaday, John. 
Mainstreams _ot· Modern Art. New York: Halt, Rinehart, and 
Winston, 1959: 535. 
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Andre Masson. Automatic drawing, 1925. Rpt. in Alexandrian, 
Sarane. Sµ_rrealist Art. New York: Praeger Pt1blishers, 1970: 
70. 
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Francis Picabia. A_ffiQ.rous Pr9cession, 1917. Rpt. . in 
Alexandrian, Sarane. Surrealist Art. New York: Praeger 
Publishers, 1970: 42. 
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